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Dear Reader,

Welcome to the fourth edition of Dhaka Art Summit! When we started 

Dhaka Art Summit in 2012, the idea of creating a hub for art from South 

Asia within the region, and hosting it in Bangladesh was such a risky, 

radical, and challenging one, and we never imagined that three editions 

later, Dhaka would become such an international destination for some of 

the most meaningful conversations about art. We were the first initiative of 

our generation to start a sustained dialogue within the region of this scale, 

and we are excited that this edition is expanding the conversation to link 

with our neighbours in Southeast Asia and look forward to breaking down 

borders that regionally-bound thinking can often construct. Thank you for 

bringing your ideas and energy and interest to Bangladesh and for being 

part of the movement we are trying to create. 

Dhaka Art Summit would be nothing without the incredible artists and 

curators who lend their talent and expertise to this unique non-commercial 

platform; they are at the centre of all that we do. Through our commissioning 

programme, it’s been such an honour to see so many projects develop and 

evolve from the inception of the artist’s idea to the final execution across 

the various summits. We have exhibited over 700 artists since DAS began, 

and it’s been such a rewarding experience to be a part of these artists’ 

journeys as their horizons expand after engaging with Bangladesh and 

making valuable connections here in the Bangladesh Shilpakala Academy. 

Naeem Mohaiemen’s connection with Adam Szymczyk which was created 

during Adam’s inaugural visit to South Asia for the 2014 Dhaka Art Summit, 

led to Naeem being invited for his first mid-career institutional solo show 

at the Kunsthalle Basel followed by a presentation in Okwui Enwezor’s 2015 

Venice Biennale (both supported by the Samdani Art Foundation) and we 

were delighted that this relationship carried on to Documenta 14. This is 

just one of many examples of transformative experiences that happen at 

Dhaka Art Summit. We began the Samdani Art Foundation in 2011 because 

we felt that Bangladeshi artists were under-represented internationally 
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despite their immense talent, and it is encouraging to see the increasing 

number of exhibitions that include path-breaking artists from our country, 

as well as the wider region. 

One of the programmes that is most important to us is our children’s 

programme, which takes hundreds of school children on guided tours of 

the Dhaka Art Summit and is a wonderful addition to these young people’s 

learning curriculum. We try to build a sustained and growing dialogue from 

summit to summit, and it’s rewarding to see how over the past six years 

Dhaka’s young people have been exposed to world class-art. We aim to 

build a better civil society and art can connect people from very different 

backgrounds and even bridge religious, class, generational, and economic 

gender divides. Culture keeps us open as our cultural minister formerly 

recognises, and we look forward to developing more programmes for 

young people to connect with art when we open Srihatta - Samdani Art 

Centre and Sculpture Park at the end of 2018. 

Dhaka Art Summit is realised in a unique public/private partnership 

between the Samdani Art Foundation, the Bangladesh Shilpakala Academy, 

the Ministry of Cultural Affairs, The Ministry of Information, and the Tourism 

Ministry of the People’s Republic of Bangladesh. Bangladesh is known for 

innovating new models to address the challenges of the world today, and I 

am grateful for our growing numbers of partners and supporters who have 

helped create this unique platform that we celebrate today. 

Thank you again, and welcome to Bangladesh,

Nadia Samdani

Founder, Dhaka Art Summit
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Distinguished guests, friends and art lovers, greetings from the Dhaka Art 

Summit,

On behalf of the Organising Committee, I welcome you to the fourth edition 

of the Dhaka Art Summit which is held in a public-private partnership 

with the Bangladesh Shilpakala Academy, the National Academy of Fine 

and Performing Arts, with the support of the Ministry of Cultural Affairs 

and Ministry of Information of the People’s Republic of Bangladesh, the 

National Tourism Board, Bangladesh Investment Development Authority 

(BIDA), and in association with the Bangladesh National Museum.

Expanding on the great success of our last editions, we have extended DAS 

2018’s programme to nine-days, each filled with exhibitions, film screenings, 

performances, guided tours, and children’s workshops, all free to the 

public and ticketless.  This expanded programme will exhibit the work of 

over 300 artists from over 35 countries across 10 curated exhibitions; bring 

together over 120 speakers from leading international institutions across 

16 panel discussions, two symposia and a new iteration of the Critical 

Writing Ensembles; develop a new Education Pavilion hosting a curriculum 

of alternative arts education workshops for the creative community of 

Bangladesh; showcase the work of 12 of Bangladesh’s leading artist-led 

initiatives; all enriched by a new Art Mediation programme designed 

exclusively for DAS’s audiences by emerging Bangladeshi arts professionals, 

in collaboration with leading international experts.

Interest in Bangladeshi art has grown with each edition of the Dhaka Art 

Summit and we are proud to welcome curators and museums with an 

interest in the South Asian art scene to Dhaka for their research.  To feed 

this interest, DAS 2018 has expanded the scope of its research to recognise 

connections between South, Southeast Asia, and the Indian Ocean belt, 

highlighting the dynamic evolution of art in contemporary South Asia and 

reviving historical inter-Asian modes of exchange. In addition to this, DAS 

2018 will also feature an exhibition exploring the history of the Asian Art 
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Biennale (Asia’s longest running Biennale which held its 17th edition in 

2016), drawing from the collection of the Bangladesh Shilpakala Academy 

and the archive of the Fukuoka Asian Art Museum, focusing on Dhaka as a 

longstanding place of innovation within the arts.  

I would like to thank all our partners and the members of our organising 

committee, the Dhaka Art Summit and Samdani Art Foundation teams, 

the participating curators, artists, workshop leaders, and speakers without 

whose support this event would not happen. Our ambition is to make 

the Dhaka Art Summit a must attend event for all the art lovers from 

Bangladesh and around the world, and we are grateful to all those who 

attend each edition, making the Dhaka Art Summit a landmark event in the 

global arts calendar.

Farooq Sobhan

Chairman, Dhaka Art Summit Organising Committee
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Welcome to all the guests of the Dhaka Art Summit!

Its is a great honour and privilege to be working once again with the 

Samdani Art Foundation to host the fourth edition of the Dhaka Art 

Summit, which has expanded its programme to nine days, to include an 

Opening Celebration Weekend, a Closing Scholars’ Weekend, and three 

days of dedicated schools days inbetween, all of which will undoubtedly 

animate the National Academy of Fine and Performing Arts (Bangladesh 

Shilpakala Academy) with a varied and enthusiastic audience of arts 

professionals, art lovers, and students from across the full spectrum of 

Bangladesh’s education system.   

Since its inception, the Bangladesh Shilpakala Academy has striven to 

promote, and to be involved in different endeavours that highlight the 

creative work of our country including painting, sculpture, graphic art, 

pottery, photography, theatre, music, etc.  We support these creative 

practices through our facilities and programmeming.  Out of the many 

activities of the academy such as organising workshops, seminars, short-

term specialised training, providing financial grants for talented artists, and 

hosting competitions in the various fields of Fine and Performing arts, we 

hope to build the academy into a hub for young and old arts and theatre 

enthusiasts alike. We also hope to have made a significant difference in 

preserving the enthusiasm for art and culture. 

Arranging the Asian Art Biennale successfully every two years since 1981, 

the Bangladesh Shilpakala Academy has established a strong space to 

provide and promote the cultural aspects of Bangladesh. Working with the 

Dhaka Art Summit has given us the ability to further enrich the international 

channels of empowering our country’s cultural development further.

It is my privilege to work alongside the Samdani Art Foundation and their 

partners whose hard work and dedication makes the Dhaka Art Summit a 

world-class event. Bangladesh has become an important destination for art 
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enthusiasts, and this year we are pleased to see participation from world 

renowned institutions such as Tate, London; the Guggenheim, New York; 

and Harvard University, USA; among many others.  

I hope to see you all during the most ambitious edition of the Summit to 

date.  

Liaquat Ali Lucky 

Director General 

Bangladesh Shilpakala Academy
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Dear Reader,

Thank you so much for being part of the growing community of people 

engaging with the vibrant art and culture of Bangladesh and its neighbours 

in South and Southeast Asia. While Dhaka Art Summit’s identity was born 

out of becoming a hub for art and architecture from South Asia, over the 

past five years leading this platform, it became increasingly apparent that 

complex geographies cannot be understood within the narrow-minded 

geopolitical remits of the nation or the regions they are packaged into 

as colonial containers of convenience. With rapidly rising nationalistic 

sentiments around the world, my team and I found it imperative to give 

extra emphasis to the cultures that nation-building tries to flatten out. 

This emphasis can be found in our exhibitions, talk programmes, and our 

Critical Writing Ensemble, Sovereign Words organised for the second time 

by the Office for Contemporary Art Norway (OCA). 

Since its birth in 1971, breaking free from the colonial chains of being East 

Pakistan, and British India before that, Bangladesh has tried to chart its 

own place in the world via art and culture.  Refuting the West as the centre 

it began the Asian Art Biennale in 1981, which is the oldest biennial of 

contemporary art that still exists in Asia, whose legacy we are pleased to 

honour in this edition of DAS. Poland was the third country after Bhutan 

and India to recognise Bangladesh as a nation in 1972, and we could not 

be more delighted with our institutional partnership with the Museum of 

Modern Art in Warsaw, Para Site, Hong Kong, and TS1, Yangon, who are 

helping Bangladesh’s ‘non-alligned’ spirit remain alive as we tour Cosmin 

Costinas’s exhibition to cities outside of colonial ports of call. 

I write this letter fresh from attending M+ Hong Kong’s brilliant Reorient 
conference – which featured conversations from South and Southeast 
Asia. It is important to understand that today given visa restrictions in the 
face of growing nationalism, South Asia is not as connected as it once was 
5,000, or even five years ago. Today, there is more connectivity between 
Bangladesh and Thailand and Malaysia and Singapore than there is with 
Bangladesh and India and Pakistan; as reflected by Bangladeshi airline 
flight paths. Looking historically to South Asia’s shared history is important 
to retain cultural memory, and we are honoured to have commissioned 
Sharmini Pereira’s ground-breaking exhibition charting Sri Lanka’s art 
history. Responding to the present is imperative for a vibrant civil society 
and we hope to catalyse further cultural exchange between Bangladesh 

and its Southeast Asian and Middle Eastern neighbours. 
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A friend said in jest that he loved DAS so much that he thought we should 

franchise it and take it to other parts of the world. I reflected on this idea 

in the age of the Art Basel Cities project where cities hire commercial 

companies to boost the visibility of their art and culture, and I came to 

the conclusion that DAS cannot be franchised. The energy on which we 

run is that of radical generosity – a network linked by trust, friendship, 

commitment, initiative, vision, and partnership to create a world beyond 

commercial exchange with its heart in Bangladesh.  This is of course 

anchored by the incredible generosity of our founders Nadia and Rajeeb 

Samdani who spiritually and financially support DAS, our organizing 

committee who works tirelessly to support the realisation our lofty goals, 

and the Bangladeshi government who welcomes our ideas into their 

spaces with open arms. With this great energy and support comes great 

responsibility, which I take very seriously and I hope to personally thank 

everyone who was a part of making the seemingly impossible task of 

creating this platform possible, especially our dynamic group of partners 

and supporters. 

DAS would not be possible without my incredible team, most of whom 

are well under the age of 35 and who impress me daily with their curiosity 

and commitment and their drive to write Bangladesh’s art history from 

their local perspective. While DAS has been known for its work with new 

commissions, we have shifted our focus to ground all the work we do with 

“the new” in the vibrant exhibition history of Bangladesh because we know 

that DAS is the legacy of the groundbreaking work of the Bangladesh 

Shilpakala Academy, Asian Art Biennale, and Chobi Mela in their golden 

age. 

Hospitality is a very important part of DAS, and as this is a free and ticketless 

platform, we host hundreds of thousands of people every two years in the 

Bangladesh Shilpakala Academy from all over Bangladesh and from all over 

the world. When it comes to thinking about hospitality, Anthony Huberman 

(Director of CCA Wattis Institute for Contemporary Art) proposes that the 

artist is the ultimate host in the exhibition-making process, hosting curators 

and their inquiries within their studios and email accounts. I agree with this 

assessment, and I want to thank the hundreds of artists who have hosted 

my curatorial team through our process of developing our exhibitions 

and public programmes. Huberman states in his Toast, “too many think of 

exhibitions as explanation machines, maybe we could think of an exhibition 

as a toast, as a way to thank artists, not dissect them.” Artists are on the 
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pulse of what is happening in the world and art can ask the tough questions 

that other fields cannot, and I am happy that DAS can support artists in 

their asking of these questions and not limiting art to amusement value, or 

instrumentalising it for nation building purposes. DAS is a space brought 

to life by artists who are the centre of all that we do, and we are proud 

to create a place where artists can de-stabilise our thinking and make us 

vulnerable. 

“A revolution is a struggle…between the future and the past,” Fidel Castro 

once said. In these extraordinary times that we are living in, we must 

take action to make the world a place where we want those we love to 

inhabit. How do we use our 24 hours in a day to create a better, safer, and 

more diverse civil society? How do we become catalysts towards a better 

future? At DAS, new initiatives such as our Education Pavilion, that offers 

free art workshops to young Bangladeshi creative thinkers, our lectures 

and workshops about Climate Change in collaboration with TBA21-

Academy, our focus on empowering artist led initiatives, our mentoring 

programme for Samdani Art Award shortlisted artists in collaboration with 

the Liverpool Biennial and the New North New South Network, and our 

art mediation programme in collaboration with Pro Helvetia – Swiss Arts 

Council, are small steps in our journey to make art and culture a key part 

of the experience of young Bangladeshis, who are our future. 

Bangladesh is an extraordinary place that is dear to my heart because 

of its resilience and innovation in finding solutions to some of the most 

complex challenges to human development. The people have an attitude 

of abundance and optimism, one that I have also come to adopt outside 

of my former American cynicism. Bangladesh grows as its 10 million plus 

migrant workers build infrastructure for the rest of the world that we enjoy 

in places like Singapore or Dubai, and send remittances home to their 

families. DAS reminds us of how interconnected we are and how “South 

Asia” is not only found within its geopolitically defined borders. We can 

all be catalysts for change – and I am grateful to everyone who comes 

together to make sure DAS is not only a 3 day, 4 day, or 9 day event, but 

rather a daily growing conversation. 

The idea of world making is found across DAS 2018, particularly so in Vali 

Mahlouji’s exploration of the Festival of Arts – Shiraz/Persepolis, Devika 

Singh’s Planetary Planning, and Milovan Farronato’s Total Anastrophes. In 

this spirit, we take great pleasure at the Samdani Art Foundation in the 
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freedom we have to build the kind of art institutions that we want to see 

in the world, the kind that break down barriers and celebrate the plurality 

that makes culture so vibrant. Hope and empathy are key to bringing back 

our faith in humanity where art can create communities beyond the divides 

fracturing us today. The model of the Samdani Art Foundation and Dhaka 

Art Summit is not fixed – and we have the flexibility to morph and adapt 

with the times as they change. I look forward to opening Srihatta, the 

Samdani Art Centre and Sculpture Park as well as re-imagining DAS for 

2020. 

Thank you so much,  

Diana Campbell Betancourt

Chief Curator, Dhaka Art Summit

Artistic Director, Samdani Art Foundation
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The Dhaka Art Summit 2018 launches the first 

edition of its art mediation programme, with 

the generous support of Pro-Helvetia - Swiss 

Arts Council - New Delhi and the Hochschule 

Luzern, and the collaboration of the Kochi-Mu-

ziris Biennale and the Foundation for Indian 

Contemporary Art. Cognizant that the space 

of contemporary art is, for many members of 

our extremely diverse audience, often quite 

daunting- we set out to create strategies that 

might be able to open up our program to dif-

ferent worldviews. We hope to strengthen our 

commitment to curatorial labour as a practice 

of hospitality, which can accommodate many 

forms of thinking and provide spaces for them 

to flourish. The idea of mediation marks a shift 

in pedagogical strategy, moving away from top-

down, uni-directional model of art education, 

and towards creating spaces where different 

audiences are encouraged to engage with 

artworks on their own terms. 

A key part of creating accessibility has been an 

emphasis on the vernacular. This edition of the 

DAS aims to at becoming completely bilingual, 

where all printed material is presented in both 

XvKv AvU© mvwgU 2018 ‡ cÖv ‡nj‡fwmqv wbD w`jøx I 
jymvb© BDwbfvwm©wU i ‡hŠ_ mg_©‡b Ges ‡KvPx- gywRwim 
we‡qbv‡j, myBm& ‡b· I dvD‡Ûkb di BwÛqvb AvU©  Gi 
‡mŠR‡b¨ AvU© ‡gwW‡qkb ‡ cÖvMÖvg evsjv‡`‡k cÖ_g e…nr 
cwim‡i D‡Øvab Ki‡Q| 
Dcgnv‡`‡k mgKvjxb wkí GL‡bv mvaviY gvby‡li Kv‡Q 
‡evaMg¨ n‡q D‡Vwb| ZvB e‡j ‡h wkí m¤ú‡K© Zv‡`i 
AvMÖn ‡bB e‡jø fyj n‡e| MZ XvKv AvU© mvwgU 2016‡Z 
gvÎ 4 w`‡b 1,53,000 gvby‡li c`PvibvB  cÖgvY K‡i 
‡h evsjv‡`‡ki mvaviY gvbylRb fxlY wkívbyivMx| ZvB 
mgKvjxb wkí‡K  ‡h ‡Kvb ‡kÖYx, eqm I ‡ckvi gvby‡li 
Rb¨ mnR‡eva¨ Kivi Rb¨ XvKv AvU© mvwgU GeQi, `yB 
fvlv‡KB mgvbfv‡e cÖvavb¨ w`‡q mKj cÖKvwkZ ‡jLv 
evsjv I Bs‡iRx‡Z Qvcv‡bvi D‡`¨vM wb‡q‡Q| A‡bK 
Av‡jvPbv mfvI Gevi evsjvq AbywôZ n‡”Q ‡hLv‡b 
evsjv‡`kx wkíxiv mgq cÖvmw½K wewfbœ welq wb‡q K‡_
vcK_b `k©‡Ki mvg‡b Zy‡j ai‡eb|  
‡mB mv‡_ GB eB Gi gv‡SB `k©K‡`i Rb¨ ‡hvM Kiv 
n‡q‡Q AvU© ‡gwW‡qkb  Uyj|  XvKv AvU© mvwg‡Ui wewfbœ 
cÖ`k©bx Ny‡i ‡`Lvi mgq GB Uyj¸‡jv e¨envi Ki‡Z 
cvi‡eb| 
jymvb© BDwbfvwm©wU,2016 Gi ‡KvPx-gywRwim we‡qbv‡j ‡Z 
evsjv‡`k I fvi‡Zi wKQy Avgwš¿Z AvU© ‡gwW‡qUi ‡`i 
wb‡q MwVZ Kg©kvjv Ges XvKvq GB Uyj¸‡jv‡K wewfbœ 
ch©v‡q ‡W‡f‡jvc Kiv n‡q‡Q| jymvb© BDwbfvwm©wU ‡_‡K 

AL-AKHIR SARKER, ASMITA ALAM SHAMMY, DINAR SULTANA (PUTUL), 
ESHAN KUMER MAITRA, FAHEMA AHMED MOON, FARZANA AHMED URMI, 

JAGANMOY PAUL, KABIR AHMED MASUM CHISTY, MD. BAZLUR RASHID (SHAWON), 
MD. RAMEEZ AFROZ SHAHI, MISHUK EHSAN, MONON MUNTAKA (SHOVA),

MOON RAHMAN, MORMEE MAHTAB, MRITTIKA KAMAL, NAHIAN HASIN NUR, 
OMIYA HASSAN, SADIA AFRIN (SHANTA), SAMEERA AFREEN, 

SHRABONTI SUCHANDRIMA, TAIARA FARHANA TAREQUE, TARANA HALIM, 
TAZEEN AHMED, ZANNATUN NAHAR NIJHUM

DAS 2018 ART MEDIATION 
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Bangla and English, to foster ease of access to 

our Bangladeshi audience. A series of talks in 

Bangla between local artists will also be held 

to create dialogue around artistic practice 

in the country and the region that will serve 

to provide context to those not familiar with 

the development of artistic conversations  in 

Bangladesh. 

The mediation program also provides tools, 

found in this Exhibition Guide, which viewers 

can use to navigate the many presentations 

that together form the DAS. As you use this 

Guide, you will ‘Mediation Pages’ that suggest 

particular tools for use in different exhibition 

venues. These tools have been developed over 

the course of workshops at the Kochi-Muziris 

Biennale (Cochin), the Hochschule Luzern 

(Lucerne) and in Dhaka, through dialogues be-

tween the curatorial staff of the DAS, Dr. Rachel 

Mader and Lena Eriksson of the Hochschule 

Luzern, and our team of art mediators. These 

tools include:

1. Fill Feel Walk

2. Talk to Me

3. Chatterbox 

4. Feedback

5. Keywords 

You can find our team of dedicated art medi-

ators throughout the exhibition space of the 

Shilpakala Academy, and they can be identified 

by their ASK ME ABOUT ART tee-shirts. 

Our mediation team has been trained through 

intensive workshops generously supported 

by Pro-Helvetia - Swiss Arts Council and the 

Hochschule Luzern, and are always eager to 

engage in conversations around the art works. 

Please feel free to engage them, and ask them 

your most perplexing or strange questions! 

AvMZ  Wt i‡¨‡Lj gv‡`i, ‡jbv Gwi·b I XvKv AvU© 
mvwg‡Ui wKD‡i‡Uvwiqvj Ux‡gi ZËvea‡b Ges Avgv‡`i 
AvU© ‡gwW‡qUi Ux‡gi mn‡hvwMZvq GB eB‡q evQvBK…Z 
wKQy Uyj e¨eüZ n‡q‡Q| 
GQvovI ÔAvgv‡K wkíKg© m¤ú‡K© cÖkœ KiybÕ 
wU- kvU© cwiwnZ Avgv‡`i 25 Rb cÖwk¶YcÖvß AvU© 
‡gwW‡qUi wewfbœ cÖ`k©bx‡Z Dcw¯’Z _vK‡e `k©K‡`i mv‡_ 
wkí wb‡q K_v ej‡Z| Avcbv‡`i ‡Kvb  cÖ‡kœi DËi w`‡Z 
Zviv me©`v cÖ¯‘Z| cÖwZw`b wba©vwiZ mg‡q (Bbd‡g©kb 
‡W¯‹ ‡_‡K mgqm~Px msMÖn Kiyb) AvMÖnx `k©K‡`i Rb¨ 
Ges cÖwZw`b mKv‡j Avgwš¿Z ¯‹yj MÖæc‡`i Rb¨ MvB‡WW 
Uz¨‡ii  Av‡qvRb _vK‡Q| GB AvU© ‡gwW‡qkb ‡cÖvMÖvg 
mv‡cvU© K‡i‡Qb ‡cÖv ‡nj‡fwmqv wbD w`jøx Ges jymvb© 
BDwbfvwm©wU | 
Avgiv Avkv KiwQ GB ‡cÖvMÖv‡gi gva¨‡g XvKv AvU© mvwg‡U 
Avcbv‡`i AwfÁZv Av‡iv A_©eûj n‡q DVyK|
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The mediators will be running tours every day 

(please check with the information desk to 

know more info) for general audiences and on 

the weekdays for school groups, so please book 

in advance if you would like to join!

We hope this program will serve to make your 

experience of the Dhaka Art Summit 2018 more 

enriching. 

Art Mediation workshop at Kochi-Muziris Biennale 2016.  Supported by Pro Helvetia - Swiss Arts Council, the Foundation for Indian 

Contemporary Art and the the Kochi-Muziris Biennale.  Courtesy of the Kochi-Muziris Biennale.  
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BEARING 
POINTS

w`K wb‡`©kK  
DIANA CAMPBELL 

BETANCOURT
WITH ABHIJAN GUPTA AND 

RUXMINI RECKVANA Q CHOUDHURY

XvKv AvU© mvwgU 2018 Gi GwU bZzb Ask nj Òw`K wb‡`©kKÓ, hvi bvg K¤úv‡mi w`K wb‡`©kK wPý †_‡K †bqv n‡q‡Q| GB  5wU w`K wb‡`©kK wWGGm Gi wewfbœ 
wPšÍvavivi c_ cwiPvj‡bi m~Px ‡`q - hv cÖ`k©bx , Av‡jvPbv, cvi‡dvi‡g‡Ýi gva¨‡g cÖKvk cvq|  

Bearing Points is a new section of Dhaka Art Summit that derives its name from the term for points on a compass. The 5 
Bearing Points are independent but interconnected exhibitions that weave together and assist visitors in navigating their 
way through the many ideas and themes present across the DAS programme– from the exhibitions, to the talks and every-
thing in-between.

Joydeb Roaja: Searching My Roots-7 (2017). Photograph of performance. Courtesy of the artist.
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BEARING POINT 1
POLITICS: THE MOST 
ARCHITECTURAL THING TO DO

w`K wb‡`©kK 1
ivRbxwZ: ¯’vcZ¨we`¨vi GK Abb¨ 
D`vniY              

Seher Shah and Randhir Singh: Studies in Form, Dhaka University Library (#1) (2017), cyanotype monoprint on Arches 

Aquarelle paper. Commissioned and Produced by Samdani Art Foundation DAS 2018. Courtesy of the artist, the Samdani 

Art Foundation, and Nature Morte, New Delhi. 

“Architecture must inspire the people, for 

whom it is built, by creating spaces that 

incite the finer, more gracious aspects of the 

mind,” said Bangladeshi architect and urbanist 

Muzharul Islam (1923-2012).1 When asked why 

he entered politics, he responded, “because it 

was the most architectural thing to do.”2 The 

life and philosophy of Islam provides much of 

the impetus behind this Bearing Point, in his 

linking of an architectural and political vision. 

cªL¨vZ evsjv‡`kx ¯’cwZ Ges bMiwe` gvRnviæj 
Bmjvg (1923-2012) e‡j‡Qb, Ò¯’vcZ¨wk‡íi 
g~jgš¿ n‡”Q gvby‡li g‡b GKai‡bi bZzb ¯’v‡bi Rb¥ 
†`qv, hv Zvi m„wókxjZv, bv›`wbKZv, Ges Kj¨vYgq 
`„wófw½i weKvk NUv‡Z mvnvh¨ K‡i|Ó ivRbxwZ 
†Kb?- Gi DË‡i wZwb e‡jwQ‡jb, ÒKviY ivRbxwZ 
nj ¯’vcZ¨we`¨vi GK Abb¨ D`vniY|Ó Bmjv‡gi 
Rxeb I `k©‡bi w`‡K ZvKv‡j Zvi GB `„wófw½i 
mv‡_ Av‡iv fv‡jvfv‡e cwiwPZ nIqv hvq| Zvi 
Rxebaviv I `k©‡bi BwZnv‡mi cy‡ivUv Ry‡oB wQ‡jv 

ARCHITECTS AND ARTISTS: DAYANITA SINGH, MAKSUDUL KARIM,  RASHEED ARAEEN, SEHER SHAH, 
RANDHIR SINGH, YONA FRIEDMAN
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It considers the entanglement of the history 

of architecture in South Asia with the quest to 

undo the effects of imperialist colonisation and 

the need for radical internationalist thought in 

politics. The artists and thinkers in this section 

register the need for the creation of new 

spaces of thinking, living, and being – trying to 

imagine new world orders for more humanistic 

forms of living. Following Islam’s line of thinking 

elsewhere in the Summit, Sharmini Pereira’s 

exhibition One Hundred Thousand Small Tales 

features Corridors of Power (2015), a project 

led by curator Sanjana Hottutwa, constitutional 

theorist Asanga Welikala and renowned 

architect Channa Daswatte that interrogates 

Sri Lanka’s constitutional evolution since 1972 

through architectural drawings and models. 

(See pg. 223)

Decolonial practice meant re-making the world, 

re-framing a new attitude to internationalism 

against the modes created by imperialism. 

A significant figure in this endeavor is the 

London based and Pakistan born artist, writer 

and thinker Rasheed Araeen who curated 

seminal shows such as The Essential Black Art 

(1987) and The Other Story (1989), in London, 

and established the influential post-colonial 

journal Third Text in 1987 in order to combat 

the inherent racism in the western dominated 

art world. Araeen’s interest in becoming an 

artist was tied to his encounters as a young 

man in Karachi in the 1950s with then East 

Pakistani artists SM Sultan and Zainul Abedin, 

who taught him to create art from life rather 

than copy images.3   These kinds of intra-

regional interactions contributed to Araeen’s 

commitment in his art and activism to carving 

out a space for artists from non-Western 

contexts. To further these dialogues between 

post-colonial contexts, DAS invites leaders of 

¯’vc‡Z¨i HwZn¨ Avi BwZnvm, Ges Jcwb‡ekgy³ 
I AvšÍR©vwZKZvev`x `w¶Y Gwkqvi ivRbxwZ| GB 
wefv‡Mi wkíx Ges wPšÍvwe`iv AvMvgx w`‡bi c„w_
exi Rb¨ Av‡iv †ewk gvbweKZvc~Y© RxebhvÎvi ¯^cœ 
†`‡Lb, Ges †m Abyhvqx Zv‡`i Aw¯ÍZ¡, emevm, Ges 
wPšÍvi weKv‡ki Rb¨ GKwU m¤ú~Y© bZzb ¯’vb ˆZwii 
cª‡qvRbxqZvi K_v ¯^xKvi K‡ib| kwg©bx †c‡iivi  
GK kZ mnmª ‡QvU Mí cÖ`k©bx‡Z ¯’vb cvIqv 
Kwi‡Wvim Ad cvIqvi (2015) cÖKíwU Bmjv‡gi 
ivRbxwZ Ges ¯’vc‡Z¨i gv‡Si AšÍwb©wnZ m¤ú‡K©i 
GK DrK„ó D`vniY| msweavb we‡klÁ Ges ZvwË¡K 
Avmvbœ¨v I‡qwjKvjv Ges L¨vwZgvb ¯’cwZ mvbœv 
`vmIqv‡Zi GB cÖKíwU ¯’vcZ¨ bKkv Ges KvVv‡gvi 
gva¨‡g 1972 mvj †_‡K kÖxjsKvi mvsweavwbK 
weeZ©‡bi MwZaviv cÖ‡kœi e¨vL¨v w`‡q †M‡Qb|

Jcwb‡ekwe‡ivax PP©v GKwU bZyb c„w_ex Ges GK 
bZzb AvšÍR©vwZKZvev‡`i aviYv‡K Acwinvh© K‡i 
Zz‡j‡Q| GiKgB GK cÖ‡Póvi Ab¨Zg Askx`vi 
iwk` AvivBb, GKRb cvwK¯Ívwb es‡kv™¢‚Z weªwUk 
whwb GKBmv‡_ GKRb wkíx, †jLK, Ges wPšÍvwe`| 
†mwgbvj Abyôvb `v G‡mbwkqvj eø¨vK AvU© (1987) 
Ges `v Av`vi †÷vwi (1989) ZË¡veav‡bi cvkvcvwk 
GKwU Jcwb‡ewkK-cieZ©x cÖfvekvjx Rvb©vj _vW© 
‡U·U cÖKvk K‡ib 1987 mv‡j| Gi cÖavb D‡Ïk¨ 
wQ‡jv wkí RM‡Z cwðgvwe‡k¦i GKQÎ AvwacZ¨ 
Ges Gi g¾vMZ eY©ev‡`i wei‡× iæ‡L `vuov‡bv| 
AvivB‡bi wkíx nIqvi B‡”Qi m~ÎcvZ nq ZiæY 
eq‡m c~e© cvwK¯Ívwb wkíx GmGg myjZvb Ges 
Rqbyj Av‡ew`‡bi ms¯ú‡k© G‡m| `w¶Y Gwkqvq 
eûw`b a‡i P‡j Avmv AvšÍ-AvÂwjK Av`vb cÖ`v‡bi 
D`vniY †U‡b Zviv AvivBb‡K AbyKi‡Yi cwie‡Z© 
Rxeb †_‡K wk‡íi Aby‡cªiYv Luy‡R wb‡Z †kLvb| GB 
Aby‡cªiYv AvivB‡bi wkíPP©vi MwZc_ wba©vi‡Y GK 
Acwimxg f‚wgKv iv‡L, hv cieZ©x‡Z cwðgv MwÐi 
evB‡ii wkíx‡`i Rb¨ GKwU Avjv`v ¯’vb Db¥y³ 
K‡i w`‡Z mvnvh¨ K‡i| GB HwZ‡n¨i m~Î a‡i, 
XvKv AvU© mvwgU 2018-‡Z evsjv‡`k, wPwj, nsKs, 
†m‡bMvj, kÖxj¼v, Ges wf‡qZbv‡gi mnKg©x‡`i 
mv‡_ wb‡q Ò‡Møvevj mvD_ÓGi wkí cÖwZôvb¸‡jv‡K 
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experimental art spaces from Senegal, Vietnam, 

Chile, Hong Kong, and Sri Lanka to engage in 

conversation with the public in Bangladesh 

to exchange strategies for the building of 

decolonised art institutions. (See pg. 483).

Moving towards the de-hegemonisation and 

decolonisation of form, Araeen’s monumental 

commission Rite/Right of Passage (2016-2018) 

rises from the entrance of the Bangladesh 

Shilpakala Academy. He uses the familiar 

form of bamboo scaffolding as well as that of 

temporary bamboo pavilions built across South 

Asia for ritual and ceremonial purposes to 

destabilise an imperialist idiom of minimalism, 

with its focus on the machine-made, replicable 

form, and erasure of the traces of the presence 

of the human hand.4 Instead, he uses as a point 

of departure iconic patterns fundamental to 

an Islamic world view, developed from the 8th 

century, to create a sculptural passage into 

Dhaka Art Summit 2018, through an space of 

bright red improvised geometry. The reference 

to these forms becomes a conceptual gesture 

for Araeen, acting in defiance of Western 

hegemony over regimes of vision, which he 

believes are enforced through the proliferation 

and circulation of living images of the human 

figure.5  

A rite of passage can be described as a 

ceremony marking when an individual or 

individuals leave one group/society to enter 

another, a harbinger of impending change. 

Inspired by figures like Araeen, Dhaka Art 

Jcwb‡ekev` †_‡K gy³ Kivi ¸iæZ¡ †evSv‡Z Pvq| 

d‡g©i weJcwb‡ewkKvq‡bi †cÖ¶vcU †_‡K wPšÍv 
Ki‡j, AvivB‡bi ivBU Ad c¨v‡mR (2016-18) 
ïiæ nq evsjv‡`k wkíKjv GKv‡Wwgi cÖ‡ekØvi 
†_‡K|  A¯’vqx evu‡ki c¨vwfjq‡bi gZ DuPz gvPvb 
w`‡q evbv‡bv GB c¨v‡mR `w¶Y Gwkqvi wewfbœ 
Drm‡e evu‡ki e¨env‡ii K_v ¯§iY Kwi‡q †`q, hv 
Av‡gwiKvb mvgªvR¨ev`x wgwbgvwjR‡gi aviYv‡K 
P¨v‡jÄ K‡i Ges hvwš¿K AbyK„wZ‡hvM¨ d‡g©i Dci 
we‡kl †Rvi †`q| XvKv AvU© mvwgU 2018-‡Z 
AvivB‡bi ˆZwi GB c¨v‡mRwU‡Z R¨vwgwZK †¯ú‡mi 
e¨envi n‡q‡Q hv Aóg kZvãxi BmjvwgK we‡k¦i 
aviYv †_‡K msKwjZ| GB dg©¸‡jv‡Z e¨envi 
nIqv †idv‡iÝ¸‡jv AvivB‡bi aviYvi ewntcÖKvk| 
GB dg©¸‡jv cwðgv we‡k¦i Pvwc‡q †`qv KvVv‡gvi 
A¯^xK…wZ¯^iƒc, hv AvivB‡bi g‡Z R¨všÍ Qwei gva¨‡g 
†Rvic~e©K we¯Í…wZ jvf K‡i‡Q|

hLb †Kvb GKK e¨w³ ev `j GK mgvR Z¨vM K‡i 
Ab¨ mgv‡Ri Awfgy‡L AMª`~Z wn‡m‡e hvÎv ïiæ Kivi  
Zv‡KB Av ivBU Ad c¨v‡mR wn‡m‡e wPwýZ Kiv nq|  
AvivB‡bi wPšÍvavivq DØz× n‡q, cwðgv BwZnvm Ges 
fveavivi Avwa‡K¨i gv‡SI XvKv AvU© mvwgU wkíx‡`i 
Rb¨ GKwU Avjv`v ¯^Kxq †¯ú‡mi cÖ‡qvRbxqZv 
Dcjwä K‡i| ïay cwðgv bq, fviZxq Avwa‡K¨i 
Pv‡c wbgw¾Z fviZxq Avwa‡K¨i Pv‡c wbgw¾Z 
`w¶Y Gwkqvi ms¯‹…wZ, hv f~-ivR‰bwZK Znwej Ges 
mvs¯‹…wZK †¯ú‡mi ga¨ w`‡q wb‡Ri Avjv`v ¯’vb K‡i 
wb‡q‡Q| Nvbvi mv‡eK †cÖwm‡W›U Ges bb-A¨vjvBb 
gyf‡g‡›Ui ¸iæZ¡c‚Y© e¨w³Z¡ Kv‡g µzgvn e‡j‡Qb, 
ÒAvgiv c~e©-cwð‡gi w`‡K bv ZvwK‡q †mvRv nvuU‡Z 
PvB|Ó Zvi my‡i myi wgwj‡q Avgiv `k©bv_©x‡`i 
ivBU Ad c¨v‡m‡R evsjv‡`‡ki Avjv`v Ges ¯^Kxq 

1. Khan, Nurur Rahman: Muzharul Islam Selected Drawings, Sthapattya O 
Nirmar and Nurur Rahman Khan, 2010.

2. Ibid. 
3. This anecdote was shared by Araeen with Rana Begum, Helen Pheby, and 

I during a studio visit with the artist in October, 2016
4. This work draws inspiration from Araeen’s work To Whom it May Concern 

(1996-1997) which served as the first Serpentine Pavilion and used scaffolding 
collected from building sites around London, developed from one of his ear-
liest ideas for an art work when he arrived from Karachi to London in 1964. 

5. Email Correspondence with the artist Dec. 19th, 2017.  
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Summit seeks to create a space for artists 

on the periphery of a Western-dominated 

art historical discourse, but also an India-

dominated South Asian cultural discourse that 

is en vogue through geopolitically motivated 

sources of funding and access to cultural 

space. “We face neither East, nor West, we 

face forward,” said Kwame Nkrumah former 

president of Ghana and a key figure of the 

Non-Aligned movement.6 In a similar vein, we 

invite visitors to enter a rite of passage into a 

new mode of thinking with Bangladesh at the 

centre of its own existence, rather than at the 

periphery of someone else’s, while also looking 

back at the philosophies that informed the long 

history of internationalist thought in politics and 

aesthetics in the region.7 

Devika Singh’s exhibition Planetary Planning, 

which takes its name from the 1969 Nehru 

Memorial Lecture delivered by American 

polymath Buckminster Fuller in New Delhi, 

looks back at a moment of imagining utopias, 

through architecture, and thinking the planet 

otherwise, in the post-Independence period, 

which saw the emergence of Nehruvian Third-

Worldism (See pg. 249) . She repositions 

this history in the present, and through the 

exhibition, speculates on the abandonment of 

these utopian visions – the international airports 

commissioned by the Indian government from 

Fuller were never built, and Le Corbusier’s 

Chandigarh has become a site of value 

extraction by the international art market. She 

critically examines a nostalgia for the future,8 

and seeks new frameworks for through which 

Aw¯Í‡Z¡i `iRv Lz‡j †`B, †hLv‡b evsjv‡`k A‡b¨i 
†PŠnwÏ †_‡K †ewi‡q wbR K‡¶ AveZ©b Ki‡Z cv‡i| 
Gi cvkvcvwk Avgiv wd‡i ZvKvB GB AÂ‡ji 
AvšÍR©vwZKZvev‡`i `xN© BwZnv‡mi w`‡KI|
 
‡`weKv wms-Gi cª`k©bx cø¨v‡bUvwi cø¨vwbs bvgwU 
Av‡gwiKvb eûwe`¨vÁ evKwgb÷vi dzjv‡ii †`qv 
1969 mv‡j †bniæ †g‡gvwiqvj †jKPvi †_‡K †bqv 
n‡q‡Q| GwU ¯’vc‡Z¨i gva¨‡g Mov Kí‡jv‡Ki Ges 
Ab¨ RM‡Zi †h ¯^cœ †bniæwfqvb _vW©-Iqvwì©Rg 
†`‡LwQj, Zvi w`‡KB wd‡i ZvKvq| wZwb AZx‡Zi 
†mB BwZnv‡mi eZ©gvb †cÖ¶vcU Luy‡R †ei K‡i 
†`Lvb †h wKfv‡e Kí‡jv‡Ki wPšÍv¸‡jv ax‡i ax‡i 
cwiZ¨vM Kiv n‡q‡Q| ¯’cwZ Bmvgy ‡bvMywPi bKkv 
Kiv AvšÍR©vwZK wegvbe›`i K¶‡bv Avi ˆZwi nqwb| 
Aciw`‡K jv Ke©y¨wh‡qi ˆZwi PwÛMo wegvbe›`i 
AvšÍR©vwZK Av‡U©i evRv‡i †ek L¨vwZ Kzwo‡q‡Q| 
Gfv‡eB ¯’vcZ¨ MwZc_ evuK wb‡q‡Q| GB ¯^cœ¸‡jv 
†ewkifvMB cyiæ‡li †PvL w`‡q †`Lv| ZvB wms gwnjv 
wkíx‡`i (‡m‡ni kvn&, cvwK¯Ívb Ges evsjv‡`‡ki 
b‡fiv Avn‡g`, Av‡qkv myjZvbv) wPšÍv¸‡jv Zz‡j 
a‡ib hviv Jcwb‡ewkK Ges Jcwb‡ewkK-cieZ©x 
kni¸‡jvi `xN©w`‡bi ¯’vc‡Z¨i wb`k©b Ges bv›`wbK 
`k©b wb‡q KvR K‡i _v‡Kb|

‡m‡ni kvn& Ges iYwai wms-Gi †hŠ_ KvR ÷vwWR 
Bb dg© (2017-18) eªyUvwjR‡gi mv‡_ d‡g©i m¤úK© 
wb‡q KvR K‡i| GB Kv‡R mvqv‡bvUvB‡ci e¨envi 
Kiv n‡q‡Q| wesk kZvãxi gvSvgvwS B›Uvib¨vkbvj 
AvwK©‡UKPvivj gyf‡g‡›U G¸‡jv d‡UvMÖvwd Ges 
¯’vc‡Z¨i bKkv ˆZwi‡Z e¨eüZ n‡qwQj| G¸‡jv 
gvRnviæjBmjv‡gi XvKv BDwbfvwm©wU jvB‡eÖwi, 
w`jøx‡Z wkebv_ cÖmv‡`i AvKei feb, Ges Ab¨vb¨ 
Kv‡Ri dg© †_‡K GB bKkv¸‡jv Kiv n‡q‡Q| 
Kswµ‡Ui fv¯‹h© Ges Mvi‡`i KvVv‡gvi e¨env‡ii 
gva¨‡g cÖPwjZ mgvRe¨e¯’v †f‡½ †djvi GKwU 

6. Speech by Kwame Nkrumah at the Positive Action Conference for Peace 
and Security in Africa, Accra, April, 1960. 

7. Sharmini Pereira: One Hundred Thousand Small Tales, at DAS 2018, 
inspired this line of thinking.

8. Borrowing from the title of the film on utopian visions of architecture 
in South Asia by Rohan Shivkumar and Avijit Mukul Kishore that will be 
screened on February 7th (See pg. 489)
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to view architectural modernism in the region. 

Cognisant that these visions were mostly 

built by men, Singh draws in voices of female 

artists from Pakistan (Seher Shah), Turkey 

(Hera Büyüktaşçıyan), and Bangladesh (Ayesha 

Sultana and Novera Ahmed) who examine the 

lingering physical presence of an architectural 

and aesthetic philosophy on colonial and 

postcolonial cities. 

Seher Shah and Randhir Singh’s collaborative 

commissioned solo project Studies in Form 

(2017-2018) continues this engagement with 

Brutalism, using cyanotypes, which were used 

for the reproduction of architectural drawings, 

and photography, to produce what become 

études – at once graphic and musical form – 

of architectural movements of the mid-20th 

Century. Drawing from the forms of Muzharul 

Islam’s Dhaka University Library, Shivnath 

Prasad’s Akbar Bhawan, New Delhi, among 

others, they explore the sculptural use of 

concrete and repetitive structural grids along 

with their original visionary desire to break from 

the status quo. Part of an ongoing project, DAS 

sees the first extension of their research into 

Bangladesh.  Through these studies, Shah and 

Singh pay tribute to a history of internationalist 

thinking in architecture, while simultaneously 

imagining a blueprint for cultural hybridity in                                 

architecture. 

The post-independence moment saw the 

invitation of many pioneering architectural 

thinkers to the region such as that of Le 

Corbusier to design the city of Chandigarh in 

1950 and Muzharul Islam bringing his mentor 

Louis Kahn to Bangladesh to plan the Jatiya 

Sangsad Bhaban in 1962—in recognition of the 

importance of an internationalist orientation 

in nation building.  Franco-Hungarian architect 

and theorist Yona Friedman was first invited 

¯^cœ`k©x cÖ‡Póv Gi gva¨‡g cwijw¶Z nq| Zv‡`i 
Pjgvb GB M‡elYvi cÖ_g avcwU XvKv AvU© mvwg‡U 
cÖ`wk©Z n‡”Q| GB M‡elYvi gva¨‡g kvn Ges wms 
¯’vc‡Z¨i AvšÍR©vwZKZvev‡`i wPšÍvi cÖwZ kÖ×v Rvbvb 
Ges GKB mv‡_ fwel¨r ¯’vc‡Z¨i msKi ms¯‹…wZi 
aviYvI cÖKvk K‡ib| 

GB AÂ‡j ¯^vaxbZv cieZ©x mg‡q A‡bK ¯’vcZ¨ 
wPšÍvwe‡`i Avwef©ve N‡U| Zvi gv‡S 1950 mv‡j 
jv Ke©y¨wh‡qi PÐxMo kni bKkv Ges 1962 mv‡j 
RvZxq msm` feb ˆZwii Rb¨ jyB AvB Kvb‡K 
gvRnviæj Bmjv‡gi evsjv‡`‡k Avgš¿Y K‡i wb‡q 
Avmv †`‡ki AeKvVv‡gv MV‡b AvšÍR©vwZK fveaviv 
wb‡q Avmvi cÖ‡Póvi mv¶¨ enb K‡i| dªv‡¼v-
nv‡½wiqvb ¯’cwZ Ges ZvwË¡K B‡qvbv wdªWg¨vb 
BD‡b‡¯‹vi Avgš¿‡Y cÖ_g `w¶Y Gwkqv mdi K‡ib 
1980 mv‡j| Zvi M‡elYvi welq wQ‡jv fvb©vKzjvi 
AvwK©‡UKPvi, hv  mxwgZ czuwR ev m¤ú‡`i GjvKvq 
Riæix mg‡q `ªæZ Kv‡R jvMv‡bv m¤¢e| wZwb GL‡bv 
fviZxq Pzwo e¨envi K‡i A™¢zZ mz›`i Ges bZzb 
aviYvi evm¯’v‡bi g‡Wj ̂ Zwi K‡i hv‡”Qb| wdªWg¨vb 
wewfbœ Kviæwk‡íi mv‡_ hy³ i‡q‡Qb| †hgb evuk, 
†eZ, I Sywo wkí| G¸‡jvi e¨env‡ii gva¨‡gB wZwb 
gv`ªv‡R (‡PbœvB) ˆZwi K‡ib wgDwRqvg Ad wm¤új 
†UK‡bv‡jvwR (1982), hv RvwZms‡Ni †¯Œvj Ad 
Abvi n¨vweUvU c`K Rq K‡i| wZwb GKB mv‡_ 
¯’vc‡Z¨i Áv‡bi Av`vbcÖ`v‡bI AvMÖnx| wZwb †d¬vi 
cø¨vb Ges ¯’vcZ¨ bKkvi gv‡S GKai‡Yi Am”QZv 
†`L‡Z cvb, hvi djkªywZ‡Z GK bZzb avivevwnK 
¯’vc‡Z¨i fvlvi Avwe¯‹vi K‡ib, hv cieZ©x‡Z Zvi 
wewfbœ Kv‡R e¨envi K‡ib| Zvi fvl¨g‡Z, Òwewìs 
Ggb KvVv‡gvi n‡Z n‡e hv †h‡Kv‡bv fv‡e ˆZwi 
Kiv m¤¢e|Ò `v wgDwRqvg Ad wm¤új †UK‡bv‡jvwR 
2017 mv‡j evsjv‡`k cybivq ˆZwi Kiv nq| 
GwU AvZ¥wbf©ikxjZv, bgbxqZv, Ges ¯^vaxbZvi 
K_v e‡j, hv wdªWg¨v‡bi †gvevBj AvwK©‡UKPvi 
g¨vwb‡d‡÷v‡K weivgnxbfv‡e GwM‡q Pjvi ¯^vaxbZv 
†`q| GB †cÖv‡R±wU wdªWg¨v‡bi wmwiR Ad 
wgDwRqvg DB`vDU Iqvj‡mi (cvweøK †¯ú‡m e„wó 
Gwo‡q AvU© Ges Ab¨vb¨ Z_¨ Av`vb cÖ`v‡bi e¨e¯’v 
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to South Asia by UNESCO in the 1980s 

to research into techniques of vernacular 

architecture, which could be used to respond 

to situations of emergency where resources 

were limited, and since then has incorporated 

Indian bangles in the creation of his magical 

models for new forms of living. Friedman 

worked with existing craft practices within 

communities, such as basket-making and the 

use of bamboo scaffolding, to develop what 

would eventually become the Museum of 

Simple Technology (1982) in Madras (Chennai) 

which was awarded the Scroll of Honour for 

Habitat from the United Nations. Friedman was 

equally interested in the modes of transmission 

of architectural knowledge: responding to 

what he saw as the opacity of floor plans and 

architectural drawings in the context within 

which he was working, he devised instead 

a sequential visual language to produce 

scores for the creation of his improvisatory 

architecture. “Buildings must be skeletons that 

are rebuildable at will,” declares Friedman.8 

Rebuilt in 2017 in Bangladesh, the Museum of 

Simple Technology speaks to the spirit of self-

reliance, flexibility, and freedom that allow 

Friedman’s manifestos for mobile architecture 

to exist into perpetuity, infinitely translatable. 

This project is part of Friedman’s series of 

museums without walls – allowing people to 

present art or information in public spaces with 

shelter from the rain – and will be activated 

across the 9 days of DAS 2018.  

Questioning the hierarchical position of the 

museum, and the role architecture plays in the 

creation of its hegemonic position, Dayanita 

Singh’s Pocket Museum creates a different 

form of a museum without walls – as mobile 

K‡i †`qv) avivevwnK Ask| XvKv AvU© mvwgU 2018- 
Gi cy‡iv bq w`b Rz‡o GwU cÖ`wk©Z n‡e| 

`qvwbZv wms-Gi c‡KU wgDwRqvg †`qvj Qvov GK 
ai‡bi bZzb wgDwRqvg hv MZvbyMwZK wgDwRqv‡gi 
¯’vb wba©vi‡Yi e¨e¯’v †_‡K m¤ú‚Y© Avjv`v| wms 
bZzbiƒ‡c wgDwRqv‡gi Kíbv K‡ib hv w¯’i bq, 
me©`vB cwieZ©bkxj Ges MwZgq| Zvi wgDwRqv‡g 
MZvbyMwZK M¨vjvwii MV‡bi evB‡i wM‡q `k©bv_©x 
wkí‡K Zvi wbR¯^ cwigÐj †_‡K Dc‡fvM Ges 
we‡kølY Ki‡Z cvi‡eb| wZwb Avgv‡`i Z_vKw_Z 
wgDwRqv‡gi wPšÍvi evB‡i wb‡q wM‡q wPšÍv Ki‡Z 
DØz× K‡ib Ges D‡cw¶Z welqe¯Íyi w`‡K Avgv‡`i 
bRi †divb, n‡Z cv‡i †mwU †Kv‡bv D‡cw¶Z AÂj, 
A_ev msL¨vjNy m¤cÖ`vq| c‡KU wgDwRqvg wms-
Gi Av‡iv `xN© ågY †cÖv‡R± wgDwRqvg feb Gi 
msw¶ß ms¯‹iY| Gi gv‡S wms-Gi †Zvjv Qwe¸‡jv 
Kv‡Vi †dª‡gi gv‡S ivLv nq hv cÖwZwbqZB e`jv‡bv 
nq| Gi gva¨‡g wZwb Jcwb‡ewkK g‡W‡ji evB‡i 
†ewi‡q G‡m cÖ`k©bxi GK bZzb, wbR¯^ g‡W‡ji 
m‚Pbv K‡ib| GB †cÖv‡R‡±i cieZ©x avc wn‡m‡e wms 
GWz‡Kkb c¨vwfwjq‡bi mz-e· wgDwRqv‡gi Dci 
GKwU avivevwnK Kg©kvjvi Av‡qvRb K‡ib †hLv‡b 
wgDwRqv‡gi bZzb Avw½K m¤ú‡K© Zv‡`i aviYv †`qv 
nq| wgDwRqvg RzZvi e‡·i g‡Zv n‡Z cv‡i, hv 
mn‡R enb‡hvM¨ Ges †hLv‡b Lye mn‡RB wKQz ivLv 
hvq|
 
GWz‡Kkb c¨vwfwjqb GK ai‡Yi cÖwZôvb ejv 
hvq, hv iex›`Öbv_ VvKz‡ii mgqKvi wk¶v e¨e¯’vi 
K_v ¯§iY Kwi‡q †`q, hv wKbv Jcwb‡ekev`-
we‡ivax wk¶ve¨e¯’vi w`‡K wb‡`©k K‡i| GWz‡Kkb 
c¨vwfwjqbwU mvg`vbx AvwK©‡UKPvi A¨vIqvW© weRqx 
gvKmy`yj Kwi‡gi bKkvq ˆZwi, hv †`kxq ¯’vc‡Z¨i 
wb`k©b enb K‡i| hvhvei wkíx‡`i Rb¨ GKwU AvU© 
¯‹z‡ji wPšÍv †_‡KB GB c¨vwfwjq‡bi bKkv Kiv 
n‡q‡Q| GB A¯’vqx AvU© ¯‹z‡j AvU© Ges wKD‡iwUs 
welqK cÖwk¶Y †`qv n‡e mKj evsjv‡`kx‡`i Rb¨ 

9. Friedman, Yona: L’Architecture Mobile, 1958.
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entity, one which is in a permanent state of 

flux. She questions the institutional structures 

of the gallery, creating a critical space for the 

individual viewer to exercise their potential to 

curate idiosyncratic experiences of art. She 

attempts to take us outside of museum thinking 

built on exclusionist narratives, whether these 

be overlooked geographies, or minority voices 

within populations. Pocket Museum is seen 

here as a miniature version of a longer-running 

traveling project called Museum Bhavan, in 

which Singh’s photographs are placed inside 

folding wooden structures and are continually 

reconfigured. Through this, she hopes to create 

formats of exhibition making that invent their 

own modes of institutionality, rather than 

relying on colonial models.  Pushing this project 

further, Singh proposes a series of workshops 

on the idea of Shoebox Museum in the space 

of the Education Pavilion, inviting participants 

to think about what the museum can be, what 

their museum could be, and could it indeed be 

in a shoebox, that allows for mobility and easy 

storage (See pg. 422)

An improvised institution, the Education 

Pavilion, takes as its point of reference Tagorean 

pedagogical practice, which attempted to 

imagine anti-colonial modes of learning. 

Continuing the Tagorean tradition of syncretism 

between vernacular and western forms, the 

Education Pavilion, designed by Samdani 

Architecture Award laureate Maksudul Karim, 

takes inspiration from minor methods to imagine 

a space for a nomadic art school (See pg 416). 

This mobile art school will hold workshops 

on artistic and curatorial methodology which 

will be free and open to all Bangladeshis 

(through pre-registration online). Among these 

22 workshops, the Museum of Assignments by 

Sebastian Cichocki (Curator, MoMA Warsaw) 

m¤ú‚Y© webvg‚‡j¨ (AbjvBb wcÖ-‡iwR‡÷Ökb Avek¨K)| 
wmevw÷qvb wm‡Pvw¯‹i (wPd wKD‡iUi, †gvgv, 
Iqv‡mv©) Ges gwbKv bviæjvi (iv· wgwWqv Kv‡jw±f) 
`v wgDwRqvg Ad A¨vmvBb‡g›Um we‡klfv‡e 
wgDwRqv‡gi wkí cieZ©x wewfbœ dg© wb‡q Av‡jvPbv 
Ki‡e| bvwej Avn‡g`, ûivqiv Rvweb, Ges kwn`yj 
Avjg d‡ib&wmK AvwK©‡UKPv‡ii cÖK…wZMZ we‡kølY 
Ki‡eb, Ges ¯’vc‡Z¨i Ávb e¨envi K‡i ‡g‡Uwiqvj 
evbv‡bvi gva¨‡g evsjv‡`‡k N‡U hvIqv cwi‡ekMZ 
Aciva¸‡jv m¤ú‡K© aviYv cvIqv hv‡e| G mKj 
Av‡qvR‡bi gva¨‡g Avgiv Avkv Kwi ¯’vcZ¨ wPšÍvi 
bZzb Avw½‡Ki m‚Pbvi cvkvcvwk Rxe‡bi cÖvmw½K 
welq¸‡jv wPšÍvi wfZ‡i D‡V Avm‡e| cvkvcvwk 
Avkv KiwQ Jcwb‡ewkK a¨vb aviYvi BwZ NwU‡q Ges 
KvVv‡gvMZ cwi‡ek‡K bZzbfv‡e Dcjwä K‡i bZzb 
m¤¢vebvi w`‡q AMÖmi n‡e| 

Muzharul Islam: Dhaka University Library. Courtesy of Randhir 
Singh.
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and Monica Narula (Raqs Media Collective) 

will further question the possible form of 

museums, particularly with reference to post-

artistic practice. Environmental Investigation, 

led by Nabil Ahmed, Huraera Jabeen and 

Shahidul Alam, will deploy the methods of 

Forensic Architecture, which uses architectural 

knowledge to create tools of counter-forensics, 

to study environmental crimes in Bangladesh. 

Through these engagements, we hope to foster 

modes of architectural thinking that are able 

to conceive of located, contextual forms of life, 

oriented against imperialism,  that produce their 

own syncretism framework that reimagine both 

built and non-human environments. 

DAYANITA SINGH  
(b. 1961, New Delhi, lives and works, New Delhi) 

Dayanita Singh’s art uses photography to reflect 

and expand on the ways in which we relate to 

photographic images. Her recent work, drawn 

from her extensive photographic oeuvre, is a 

series of mobile museums that allow her images 

to be endlessly edited, sequenced, archived 

and displayed. Stemming from Singh’s interest 

in the archive, the museums present her 

photographs as interconnected bodies of work 

that are replete with both poetic and narrative 

possibilities. Selected exhibitions include 

Suitcase Museum, Bhau Daji Lad Museum, 

Mumbai (2017); Museum of Chance Book 

Object, a solo project at the Dhaka Art Summit 

(2016); the 20th Sydney Biennale (2016); Go 

Away Clooser, Für Moderne Kunst, Frankfurt 

(2014). Singh has also authored several books 

including Zakir Hussain (1986), Myself, Mona 

Ahmed (2001), Go Away Clooser (2007), Sent A 

Letter (2008).  

Dayanita Singh: Suitcase museum travels to Venice.  Courtesy 

of the artist. 

`vqvwbZv wms 
(Rb¥t 1961, bqvw`jøx, evm¯’vb Ges Kg©¯’j bqvw`jøx) 

`vqvwbZv wms Zvi d‡UvMÖvwdi gva¨‡g K¨v‡givq 
†Zvjv Qwe Avgiv †hfv‡e †`wL Zvi aiY Ges cÖK…
wZ Zz‡j aivi cvkvcvwk Gi e¨vwß wb‡qI KvR 
K‡ib| Zvi me©‡kl KvR¸‡jvi Zvi †Zvjv Qwem¤¢vi 
wb‡q Kiv| Qwe¸‡jv GKwU †gvevBj wgDwRqv‡gi 
wmwiR †hLv‡b Qwe¸‡jv AdzišÍevi m¤úv`bv 
K‡i mvRv‡bv, cÖ`wk©Z, I AvK©vBf Kiv n‡q‡Q| 
GB wgDwRqvg¸‡jv Zvi †Zvjv Qwe¸‡jvi gv‡S 
GK ai‡Yi AvšÍtm¤úK© ¯’vcb K‡i, hv G¸‡jvi 
Kvwe¨K Ges †fZiKvi M‡íi m¤¢vebv‡K cwic‚Y©Zv 
†`q|  Zvi Ab¨Zg wKQz cÖ`k©bxmgzn n‡jv- myU‡Km 
wgDwRqvg, fvD `vwR jvW wgDwRqvg, gy¤^vB 
(2017); wgDwRqvg Ad PvÝ eyK Ae‡R±, XvKv 
AvU© mvwg‡Ui (2016)-‡Z Zvi GKK KvR; 20Zg 
wmWwb we‡qbv‡j (2016); †Mv A¨vI‡q †K¬vRvi, 
wdDqv gWvb© KzÝ_, d«¨vKsdzU© (2014)| Zvi 
†jLv eB¸‡jvi gv‡S Ab¨Zg n‡jv: RvwKi ûmvBb 
(1986), gvB‡mjd †gvbv Avn‡g` (2001),‡Mv 
A¨vI‡q †K¬vRvi (2007) Ges †m›U Av †jUvi 
(2008)|
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MAKSUDUL KARIM
(b. 1996, Chittagong, lives and works, Chittagong) 

Maksudul Karim is a 3rd year student of 

architecture at Premier University, Chittagong 

and the winner of the inaugural Samdani 

Architecture Award. Maksudul Karim’s design 

utilises traditional Shampan boat building 

techniques—synonymous 

with Bangladesh’s 

fishing communities—

bringing traditional rural 

Bangladeshi construction 

techniques into the 

urban environment. Using 

bamboo as its primary 

construction material, 

Chhaya Tori (Shadow 

Boat) will float above 

ground level on bamboo 

supports, covered with 

a shade (known locally 

as choi) erected using 

traditional bamboo inter-weaving techniques, 

allowing natural light to fall into the internal 

teaching space. He takes up themes from the 

origins of the tectonics as the interlacing of 

materials and fibres proposing a habitable 

structure. Exploring local materials and 

techniques he offers experiences based in 

the generation and superposition of shadows 

with different sieves that present an organic 

changing atmosphere.

RASHEED ARAEEN 

(b. 1935, Karachi, Pakistan, lives and works, London)

Rasheed Araeen is a conceptual artist, sculptor, 

painter, writer, and curator.  Graduating as a 

civil engineer in 1962 from the NED University 

of Engineering and Technology in Karachi, he 

gvKmy`yj Kwig
(Rb¥t 1996, PÆMÖvg, evm¯’vb Ges Kg©¯’j PÆMÖvg) 
gvKmy`yj Kwig wcªwgqvi wek¦we`¨vjq, PÆMªvg 
Gi ¯’vcZ¨ wefv‡Mi 3q e‡l©i QvÎ Ges mvg`vbx 
AvwK©‡UKPvi A¨vIqvW© Gi weRqx| gvKmy`yj Kwig 
HwZn¨evwn ‡bŠKv mv¤úvb, Z_v gvQ aivi ‡bŠKv 
‰Zwii ‡KŠkj‡K Kv‡R jvwM‡q kû‡i cwi‡e‡k wb‡q 

Av‡m evsjv‡`‡ki wPivPwiZ 
MªvgxY ¯’vcbv ‡KŠkj| 
evuk‡K GB ¯’cbvi  cÖv_wgK 
Dcv`vb wn‡m‡e e¨envi 
Kiv nq| QvqvZix g~jZ GB 
evu‡ki Dci fi K‡i f~wg 
¯’‡i fvmgvb Ae¯’vq _vK‡e 
Ges HwZn¨evwn evu‡ki eybb 
‡KŠkj Aej¤^b K‡i Gi 
Dci GKwU Qvqv cª`vb Kiv 
n‡e hv‡Z K‡i QvqvZixi 
Af¨šÍ‡i Av‡jv cª‡ek Ki‡Z 
cv‡i| g~jZ Avw`g ¯’vcZ¨ 
we`¨vi aviYv wb‡q wewfbœ 
MªvgxY Dcv`vb I Zš‘i 

mswgkª‡Y ‡m GKwU emevm ‡hvM¨ KvVv‡gvi cª¯Íve 
w`‡q‡Q| ¯’vbxq Dcv`vb Ges ‰Zix ‡KŠkj M‡elYvi 
gva¨‡g Ges DcwicvË Dcv`vb Ges we‡kl eybb 
‡KŠk‡ji gva¨‡g wfbœ Dcv‡q Qvqv cª`vb hv Pjgvb 
AvenvIqvi GKwU ‰Re cwieZ©b Dc¯’vcb K‡i|

iwk` AvivBb
(Rb¥t 1935, KivwP, cvwK¯Ívb| evm¯’vb Ges Kg©¯’j jÛb, 

hy³ivR¨)

iwk` AvivBb GKvav‡i GKRb ZË¡xq wkíx, fv¯‹i, 
wPÎKi, †jLK, Ges wKD‡iUi| KivwPi GbBwW 
BDwbfvwm©wU Ad BwÄwbqvwis A¨vÛ †UK‡bvjwR 
†_‡K 1962 mv‡j cyi‡KŠkj wefv‡M mœvZK m¤úbœ 
K‡ib Ges 1964 mv‡j jÛ‡b Avmvi ci wfRy¨‡qj 
AvwU©÷ wn‡m‡e KvR ïiæ K‡ib| Lze `ªæZB wZwb 
wb‡R‡K wgwbgvwj÷ fv¯‹i wb‡R‡K cw_K…r wn‡m‡e 
cÖwZôv K‡ib| ‡mmg‡qi c~e© cvwK¯Ív‡bi wPÎwkíx 
Rqbzj Av‡ew`b Ges GmGg mzjZv‡bi mv‡_ 

Rendering of Chhaya Tori (shadow boat) (2017) by 

Maksudul Karim for the Dhaka Art Summit 2018

Education Pavilion. Image courtesy: Maksudul Karim and 

the Samdani Art Foundation.
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began working as a visual artist on his arrival 

in London in 1964, quickly establishing himself 

as a pioneer of mimimalist sculpture.  He 

curated the seminal exhibitions: The Essential 

Black Art, Chisenhale Gallery, London (1987), 

and The Other Story (Hayward Gallery, 1989).  

Araeen’s selected solo 

exhibitions include: 

Rasheed Araeen: 

A Retrospective, 

Van Abbe Museum, 

Amsterdam (2017); 

Before and After 

Minimalism, Sharjah Art 

Foundation Art Spaces 

(2014); Minimalism 

and Beyond, Tate 

Britain, London 

(2007); Strife and/

or Structure, Modern 

Art Gallery, Fukuoka 

Art Museum (1993); 

and Paki Bastard, 

Artists for Democracy, 

London (1977).  His 

work has also been 

included in: Occasional 

Geometries, Yorkshire 

Sculpture Park (2017); 

Zero to Infinity, Venice 

Biennale, Venice (2017); 

Documenta 14, Athens/Kassel (2017); Gwangju 

Biennale, Gwangju, South Korea (2012); 

Shanghai Biennale, Shanghai (2012); among 

many other international exhibitions. He is a 

recipient of three honourary doctorates (PhDs) 

from the University of Southampton, East 

London and Wolverhampton,UK.

Above: Rasheed Araeen: Zero to Infinity (2017), at Yorkshire 

Sculpture Park. Courtesy of Grosvenor Gallery and Rasheed 

Araeen. 

Below: Rasheed Araeen: Installation shot of The Reading Room 

(2017), documenta 14, Kassel. Courtesy of Grosvenor Gallery and 

Rasheed Araeen. Image credit: Milan Soremski. 

Zvi wewfbœ mgq mv¶vr nq| 1987 mv‡j wZwb 
cÖ_gev‡ii g‡Zv jÛ‡b Zvi cÖfvekvjx Rvb©vj _vW© 
‡U·U, 2008 mv‡j KivwP‡Z _vW© ‡U·U Gwkqv 
cÖKvk K‡ib| GwU Ggb GKwU Rvb©vj †hLv‡b 
Jcwb‡ekev` Ges eY©ev` we‡ivax gZcÖKvk Ges 
Jcwb‡ek cieZ©x Avj‡Pvbvi mz‡hvM m…wó nq| 

Zvi wKD‡iU Kiv 
†mwgbvi¸‡jv n‡jv- w` 
G‡mwÝqvj eø¨vK AvU©, 
wP‡mbnvj M¨vjvwi, 
jÛb (1987), Ges w` 
Av`vi †÷vwi (‡nIqvW© 
M¨vjvwi, 1989)| Zvi 
GKK cÖ`k©bxi gv‡S 
i‡q‡Q- ivwk` AvivBb: 
Av †i‡Uªv‡¯úKwUf, 
f¨vb A¨v‡e wgDwRqvg, 
A¨vg÷viW¨vg (2017); 
wedi A¨vÛ AvdUvi 
wgwbgvwjRg, kviRvn 
AvU© dvD‡Ûkb AvU© 
†¯ú‡mm (2014); 
wgwbgvwjRg A¨vÛ 
weqÛ, †UU weÖ‡Ub, jÛb 
(2007); ÷ªvBd A¨vÛ/
Ai ÷ªvKPvi, gWvb© AvU© 
M¨vjvwi, dzKzIKv AvU© 
wgDwRqvg (1993); 
A¨vÛ cvwK ev÷vW©, 
AvwU©÷m di †W‡gv‡µwm, 
jÛb (1977)| Zvi 

KvR¸‡jv Av‡iv cÖ`wk©Z nqt wR‡iv Uz BbwdwbwU, 
†fwbm we‡qbv‡j, †fwbm (2017); WKz‡g›Uv 14, 
G‡_Ý/Kv‡mj (2017); ¸qvsRz we‡qbv‡j, ¸qvsRz, 
mvD_ †Kvwiqv (2012); mvsnvB we‡qbv‡j, mvsnvB 
(2012)  Ges Av‡iv A‡bK AvšÍR©vwZK cÖ`k©bx‡Z| 
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SEHER SHAH 
(b.1975 Pakistan, lives and works, New Delhi) 

RANDHIR SINGH
(b. 1976,  New Delhi, lives and works, New Delhi)

Seher Shah and Randhir Singh share an 

interest in the investigation of formal and 

conceptual qualities of architecture. Singh is 

an architectural photographer, and Shah works 

with drawing, printmaking and sculpture. They 

have previously collaborated in exhibitions: The 

Lightness of Mass, Green Art Gallery, Dubai 

(2016); and Of Absence and Weight, Nature 

Morte, New Delhi (2016). 

Shah received her Bachelor of Fine Arts and 

Bachelor of Architecture from the Rhode Island 

School of Design in 1998. She has exhibited 

her work in Memories of the Future, Centre 

Pompidou, Paris (2017); Scenes for a New 

‡m‡ni kvn 
(Rb¥t 1975, KivwP, cvwK¯Ívb; evm¯’vb Ges Kg©¯’j 
bqvw`jøx, fviZ) 

iYwai wms 

(Rb¥t 1976, bqvw`jøx; evm¯’vb Ges Kg©¯’j 
bqvw`jøx, fviZ)
‡m‡ni kvn Ges iYwai wms `zR‡bB ¯’vcZ¨we`¨vi 
Kjv‡KŠkj Ges wewfbœ w`K wb‡q M‡elYv K‡ib| 
wms GKRb ¯’vcZ¨we`¨vi wPÎMÖvnK, Ges kvn KvR 
K‡ib WÖBs, wcÖ›U‡gwKs, Ges fv¯‹h© wb‡q| Zv‡`i 
c‚e©eZ©x †hŠ_ KvR¸‡jv cÖ`wk©Z n‡q‡Qt `v jvBU 
Ad g¨vm, wMÖb AvU© M¨vjvwi, `zevB (2016); Ges 
Ad A¨ve‡mÝ A¨vÛ I‡qBU, b¨vPvi gU©, bqvw`jøx 
(2016)| 

‡m‡ni kv‡ni cÖavb AvMÖ‡ni welq WÖBs, wcÖ›U-
‡gwKs, Ges fv¯‹h©, hvi gva¨‡g wZwb ¯’vcZ¨we`¨vi 

Left: Seher Shah and Randhir Singh: Akbar Bhavan (#20) (2017), cyanotype monoprint on Arches Aquarelle paper

Right: Seher Shah and Randhir Singh: Flatlands Blueprints (#11) (2017), Cyanotype monoprint on Arches Aquarelle paper 

Commissioned and Produced by Samdani Art Foundation for DAS 2018, courtesy of the artists, Samdani Art Foundation, 

Nature Morte
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Heritage, The Museum of Modern Art, New 

York (2015); Geometries of Difference: New 

Approaches to Ornament and Abstraction, 

The Samuel Dorsky Museum of Art at the 

State University of New York, New Paltz 

(2015); WORKING SPACE around memory 

and perception, The Kiran Nadar Museum 

of Art, New Delhi (2015); and Below Another 

Sky, Glasgow Print Studio, Glasgow (2015). 

Her work is in the collections of international 

institutions, including:  Museum of Modern Art, 

New York; Queens Museum of Art, New York; 

Museum of Contemporary Art in Schaffhausen, 

Switzerland; Devi Art Foundation, New Delhi; 

and the Thyssen-Bornemisza Art Contemporary 

Foundation, Vienna, Austria (TBA21); amongst 

others.

Singh studied architecture at Rensselaer 

Polytechnic Institute in upstate New York, 

graduating with a Bachelor of Architecture and 

a Bachelor of Science in 1999.  Remaining in 

New York, he worked with many well-known, 

award winning architecture firms before taking 

up photography professionally in 2014: his many 

years of experience playing an invaluable role 

in his understanding of buildings and space. 

Alongside his commercial work, Randhir has an 

art practice exploring ideas in architecture and 

urbanism. His series, Water Towers, was shown 

at the Pondy Photo Festival 2016. In 2015, he 

was awarded the Best Interior Photography at 

the Trends Awards in Mumbai.

YONA FRIEDMAN 
(b. 1923, Budapest, lives and works, Paris)

Yona Friedman is an architect and theorist who 
rose to prominence in 1958 with the publication 

of his theory and manifesto, L’Architecture 

Mobile, which champions the inhabitant as 

wPšÍvcÖm‚Z wewfbœ RwUj MV‡bi Dc¯’vcbv we‡kølY 
K‡i _v‡Kb| kvn †ivW AvBj¨vÛ ¯‹zj Ad wWRvBb 
†_‡K 1998 mv‡j PviæKjv Ges ¯’vcZ¨we`¨vq 
mœvZK wWwMÖ jvf K‡ib|wZwb †g‡gvqvi dªg `v 
wdDPvi, †m›Uvi cw¤ú`z, c¨vwim (2017); wmÝ 
di G wbD †nwi‡UR, `v wgDwRqvg Ad gWvb© 
AvU©, wbD BqK© (2015)wRIg¨vwUÖ· Ad wWdv‡iÝt 
wbD Av‡cÖv‡Pm Uz Ab©v‡g›U A¨vÛ A¨vemUª¨vKkb, 
`v m¨vgz‡qj Wiw¯‹ wgDwRqvg Ad AvU©, †÷U 
BDwbfvwm©wU Ad wbD BqK©; wbD cvëR, (2015); 
IqvwK©s †¯úm A¨vivDÛ †g‡gvwi A¨vÛ cvi‡mckb, 
`v wKivb bv`vi wgDwRqvg Ad AvU©, bqvw`jøx; 
Ges we‡jv Gbv`vi ¯‹vB, Møvm‡Mv wcÖ›U ÷zwWI, 
Møvm‡Mv (2015)-‡Z Zvi Kv‡Ri cÖ`k©bx K‡ib| 
A‡bK AvšÍR©vwZK msMÖnkvjvq Zvi KvR ¯’vb K‡i 
wb‡q‡Q| Zvi wfZ‡i Ab¨Zg n‡jv- wgDwRqvg Ad 
gWvb© AvU©, wbD BqK©; KzBÝ wgDwRqvg Ad AvU©, 
wbD BqK©; wgDwRqvg Ad Kb‡U‡¤úvivwi AvU© Bb 
kvdnvD‡Rb, mzBRvij¨vÛ; †`we AvU© dvD‡Ûkb, 
bqvw`jøx; Ges w_‡mb-‡evwY©wgRv AvU© Kb‡U‡¤úvivwi 
dvD‡Ûkb, wf‡qbv, Aw÷Öqv (wUweG21)| 

wms 1999 mv‡j wbD Bq‡K©i †i‡Ýwjqvi 
cwj‡UKwbK BÝwUwUDU †_‡K weÁvb Ges 
¯’vcZ¨we`¨vq mœvZK wWwMÖ jvf K‡ib| wbD Bq‡K© 
eû AvšÍR©vwZK L¨vwZm¤úbœ Ges c`K weRqx 
AvwK©‡UKPvi dv‡g©i mv‡_ eûeQi KvR Kivi ci, 
2014 mv‡j wZwb †ckv`vi wPÎMÖvnK wn‡m‡e hvÎv 
ïiæ K‡ib| wewìs Ges †¯ú‡mi e¨vcv‡i Zvi 
†evSvcovi †h `¶Zv i‡q‡Q, Zvi wc‡Q eû eQ‡ii 
Kv‡Ri AwfÁZvi we‡kl Ae`vb i‡q‡Q|Zvi 
evwYwR¨K Kv‡Ri cvkvcvwk iYwai ¯’vcZ¨ Ges 
bMiwe`¨v wb‡qI M‡elYv K‡i _v‡Kb| cwÐ d‡Uv 
†dw÷fvj 2016-‡Z Zvi avivevwnK KvR IqvUvi 
UvIqvm© cÖ`wk©Z nq| 2015 mv‡j gz¤^vB‡Z AbzwôZ 
†UªÛ A¨vIqv‡W© wZwb †miv B‡›Uwiqi d‡UvMÖvdvi 
wbe©vwPZ n‡qwQ‡jb|
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designer and conceptor of his own living space.  

Now 94 years of age, Friedman wishes to inspire 

new generations with his ideas and has taught 

at Harvard, Columbia, MIT, Princeton and UC, 

Berkeley. His Museum for Simple Technology 

in Madras, India (1982)—for which he received 

the Scroll of Honour for Habitat from the UN, 

—has been recreated here at the Dhaka Art 

Summit 2018. He has participated in the Venice 

Biennale (2009, 2005, 2003); the Shanghai 

Biennale (2004); and the Yokohama Triennale 

(2002); and been the subject of numerous 

international exhibitions, including:  Mobile 

Architecture, People’s Architecture, MAXXII 

(2017); designing the Serpentine Summer House, 

London (2016); Mobile Architecture = Living 

Architecture, le Cite de l’architecture et du 

patrimonie (2016); and 

Mobile Architecture, 

the Power Station 

Museum of Art, 

Shanghai (2015). He 

has received the Berlin 

Academy Architecture 

Award, the Grand 

Prize for Design from 

the Prime Minister of 

Japan, among many 

other international 

honours.

Yona Friedman: Museum of Simple Technology, Madras (1982). 

Courtesy Yona Friedman, all rights reserved Yona Friedman.

B‡qvbv wdªWg¨vb
(Rb¥t 1923, ey`v‡c÷, nv‡½wi| evm¯’vb Ges Kg©¯’j c¨vwim, 

dªvÝ)

¯’cwZ Ges ZvwË¡K B‡qvbv wdÖWg¨vb 1958 mv‡j 
cÖKvwkZ Zvi iPbv Ges g¨vwb‡d‡óv AvwK©‡UKPvi 
†gvevBj w`‡q RbwcÖqZvi kx‡l© D‡V Av‡mb| 
wdªWg¨v‡bi msÁv Abzhvqx †Kv‡bv ¯’v‡b emevmKvix 
Zvi Avevm¯’‡ji cwiKíK Ges bKkvKvi wn‡m‡e 
¯^xK…wZ cvIqvi gh©v`v iv‡Lb| eZ©gv‡b 92 eQi 
eqmx wdªWg¨vb Zvi wPšÍv w`‡q bZzb cÖRb¥‡K DØy× 
Ki‡Z Pvb| wZwb nvf©vW©, K‡jvw¤^qv, GgAvBwU 
wcÖÝUb Ges BDwm, evK©wj wek¦we`¨vj‡q wk¶KZv 
K‡ib| RvwZms‡Ni ¯Œj Ad Abvi n¨vweUvU 
c`KcÖvß Zvi KvR wgDwRqvg di wm¤új 
†UK‡bv‡jvwR, gv`ÖvR, fviZ (1982) Gev‡ii XvKv 
AvU© mvwgU 2018-‡Z czbivq ˆZwi Kiv n‡e| wZwb 
†fwbm we‡qbv‡j (2009,2005,2003); mvsnvB 
we‡qbv‡j (2004); Ges B‡qv‡Kvnvgv wUÖ‡qbv‡j 

(2002) AskMÖnY 
K‡ib| cvkvcvwk Zvi 
KvR wewfbœ AvšÍR©vwZK 
m‡¤§j‡b ¯’vb cvq| Zvi 
gv‡S D‡j ̈L‡hvM¨ n‡jvt 
†gvevBj AvwK©‡UKPvi, 
wccjm AvwK©‡UKPvi, 
g¨vw· (2017); 
wWRvBwbs `v mvi‡c›UvBb 
mvgvi nvDR, jÛb 
(2016); †gvevBj 
AvwK©‡UKPvi = wjwfs 
AvwK©‡UKPvi, †j wm‡Z 
‡` jÕAvwK©‡UKPvi `y 
cvwÎgywb‡q (2016); Ges 
†gvevBj AvwK©‡UKPvi, 
`v cvIqvi †÷kb Ad 
AvU©, mvsnvB (2015)| 
wZwb evwj©b A¨vKv‡Wwg 
AvwK©‡UKPvi A¨vIqvW©, 
Rvcv‡bi cÖavbgš¿xi KvQ 
†_‡K `v Mª¨vÛ cÖvBR 
di wWRvBb, Ges Av‡iv 
wewfbœ AvšÍR©vwZK c`K 
jvf K‡ib|
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BEARING POINT 2
DOZAKH-I-PURI N’IMAT

BEARING POINT 2
DOZAKH-I-PURI N’IMAT

OTI SHAMPROTIK 
AMRA
Sabih-ul-Alam
Tajul Islam
Syed Enayet Hossain
Abul Mansur
Chandra Shekhar Dey
Mohammad Shawkat
Haider
Rafiqul Islam

LIFT

VIP DESK

STAGE

Zihan Karim

Zuleikha 
Chaudhari

MALE 
WASHROOM

FEMALE 
WASHROOM

LIFT

AUDITORIUM

Zuleikha Chaudhari
Performance - February 3rd

BEARING POINT 2
DOZAKH-I-PURI N’IMAT

*The Otolith Group in Education Pavilion, floor 1, February 2, 11am
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BEARING POINT 2 
DOZAKH-I-PURI N’IMAT  
(AN INFERNO BEARING GIFTS)

OTI SHAMPROTIK AMRA, THE OTOLITH GROUP, ZULEIKHA CHAUDHARI, ZIHAN KARIM 

Zihan Karim: Various Way of Departure (2017), still from video. Courtesy of the artist.

Histories occur deep below the earth’s surface 

and high above our heads. In 1972, the Apollo 

17 captured a famous image of planet Earth, 

nicknamed “Blue Marble.”  At the corner of this 

image is a tropical cyclone that devastated the 

coast of South India. This cyclone was from 

the same storm-system that produced the 1970 

Bhola cyclone, the deadliest recorded tropical 

storm. The winds that blew into what was then 

East Pakistan left nearly 500,000 people dead 

and millions displaced. This massive destruction 

and the mismanagement of its aftermath were 

part of what triggered the events leading up to 

the Bangladesh Liberation War of 1971. 

c…w_exi c…ô‡`‡ki A‡bK Mfxi Zj‡`‡k Ges 
Avgv‡`i gv_vi A‡bK DPzu‡Z BwZnvm N‡U hvq| 
1972 mv‡j, A¨v‡cv‡jv 17 Ôeøy gv‡e©jÕ kxl©K c…w_
exi GKwU AwZ RbwcÖq Qwe †Zv‡j|1  
QwewU GK †Kvbvq UÖwcK¨vj mvB‡K¬vb `w¶Y fviZxq 
DcK‚j weaŸsm Ki‡Q| mvB‡K¬vbwUi aib 1970 
mv‡ji †fvjv mvB‡K¬vb Gi g‡Zv wQj hv BwZnv‡m 
¯§iYKv‡ji me‡P‡q gvivZ¥K DògÛjxq N‚wY©So| 
c‚e©cvwK¯Ív‡bi cÖvq 50,000 †jvK gviv hvq Ges 
j¶ j¶ †jvK ev¯ÍzP¨zZ nq| GB wekvj asmhÁ 
Ges Gi cieZ©x‡Z fzj e¨e¯’vcbvi `iæb wewfbœ 
NUbv N‡U 1971 mv‡j evsjv‡`k ¯^vaxbZv hz× 
ch©šÍ| 

w`K wb‡`©kK 2
‡`vRvK-B-cywi bxgvr
(cÖvPz‡h© fiv Rvnvbœvg)
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THE CLIMATE OF REVOLUTION 
“Independence brings in the greatest 

opportunity for a nation to express its 

thoughts, talent, and energy. By enhancing 

the characteristics of the collective mind, it 

creates the utmost possibility to consolidate 

society economy and culture.”  These words by 

Muzharul Islam point to the imaginative force 

required for the task of nation building. Islam 

designed the campus of Chittagong University, 

which was the birthplace of the 13 panel 

mural, Abahoman Bangla Bangali (The Flows 

of Bengal and the Bengali), painted in 1972 by 

members of a Chittagong-based group Oti 

Shamprotik Amra. Formed in 1968 in Chittagong, 

the group engaged in politics through art, music 

and theatre, like many artists organisations of 

time. Emerging out of the cultural moment of 

the 1971 War of Liberation, Bangladesh has a 

long tradition of artists’ collective who create 

new contexts for their practice (See Page 352 

for more on Artist Led Inititives at Dhaka Art 

Summit).  

Recently re-discovered in the Chittagong 

University Museum and its storage as part of 

the research process for DAS 2018, these 13 

panels have been reunited and narrate a history 

of Bengal up until the birth of Bangladesh in 

1971.  Significantly, this mural became part of 

the first exhibition of Bangladeshi art abroad, in 

1972, when the group organised the Bangladesh-

India Friendship Fair in Calcutta, speaking to 

inter-Bengal solidarities, and the imagination 

of a cultural zone that occurs beyond the 

framework of the nation. Bangladesh did not 

issue passports at this time, requiring the Prime 

Minister Sheikh Mujibur Rahman to personally 

arrange permits to allow the young organisers 

to travel to India in one of the earliest examples 

of cross-border cultural conversations with 

wecø‡ei AvenvIqv
Ò¯^vaxbZv GKwU RvwZ‡K Zvi wPšÍv‡PZbv, †gav 
Ges kw³i Awfe¨³ Kivi me©Ëg mz‡hvMwU G‡b 
†`q| mgwó MZ gb‡bi ¸Y¸‡jvi e…w× NwU‡q 
GwU mgv‡Ri ms¯‹…wZ Ges A_©bxwZ‡K `…p Kivi 
c‚Y© m¤¢vebv ˆZix K‡i|Ó2 gvRnviæj Bmjvg GB 
kã¸‡jv RvwZMV‡b †h KíbvcÖm‚wZ kw³i cÖ‡qvRb 
nq Zv AvOzj w`‡q †`Lvq| gvRnviæj Bmjvg 
PÆMÖvg wek¦we`¨vj‡qi K¨v¤úvm wWRvBb K‡ib hv 
wKbv 13-c¨v‡bj wewkó g¨zivj Avengvb evsjv 
ev½vjx Gi Rb¥¯’vb| GB g¨zivjwU 1972 mv‡j AwZ 
mv¤cÖwZK Avgiv Gi m`m¨iv Gu‡KwQ‡jb|

AwZmv¤cÖwZK Avgiv 1968 mv‡j PÆMÖv‡g MwVZ 
nIqv wkíx‡`i GKwU `j hviv AvU©, wgDwRK 
Ges w_‡qUvi Gi gva¨‡g ivRbxwZ‡Z hz³ wQj| 
1971 mv‡ji ¯^vaxbZv hz‡×i mgq †_‡K ïiæ K‡i 
evsjv‡`‡k wkí-msMVb¸‡jvi GK `xN© HwZn¨ 
i‡q‡Q, hviv Zv‡`i wkí-PP©vq bZzb bZzb cÖm½ wb‡q 
Av‡m (XvKv AvU© mvwg‡U AvwU©÷ †jW Bwbwk‡qwUfm& 
wb‡q Av‡iv Rvbvi Rb¨ †`Lzb 352c…ôv)3 
mv¤cÖwZK mg‡q XvKv AvU© mvwg‡Ui Rb¨ M‡elYvi 
GKwU Ask wn‡m‡e PÆMÖvg wek¦we`¨vjq Rv`zNi Ges 
Gi msMÖnkvjv czbtivq Avwe®‹vi Kiv nq| GB 13wU 
c¨v‡bj GKmv‡_ evsjvi BwZnvm eY©bv K‡i 1971 
mv‡ji evsjv‡`‡ki Rb¥ ch©šÍ|4 (4) GB g¨zivjwU 
1972 mv‡j AbzwôZ fviZ-‰gÎx wk‡ívrmewU‡Z 
AskMÖnb K‡i| `jwU AvšÍ-evsjvi HK¨ Ges f‚-
L‡Ûi mxgv‡iLvi evB‡i mvs¯‹…wZK cwigÛ‡ji Gi 
cÖwZ kÖ×v †i‡L KjKvZvq GB wk‡ívDZmewUi 
Av‡qvRb K‡i | ZLbI evsjv‡`‡ki cvm‡cvU© 
Pvjz nq wb, ZrKvjxb cÖavbgš¿x †kL gzwRezi 
ingvb e¨w³MZfv‡e GB ZiæY‡`i åg‡Yi Rb¨ 
AbzgwZc‡Îi e¨e¯’v K‡i †`b hv wKbv `w¶Y 
Gwkqv‡Z evsjv‡`‡ki AvšÍtmxgvšÍ mvs¯‹…wZK K‡_
vcK_b Gi ïiæiw`‡Ki D`vniY¸‡jvi GKwU| 
GB g¨zivj¸‡jv cÖ`k©bxi BwZnvmB e‡j †`q †h 
evsjv‡`k miKvi Giƒc K‡_vcK_‡b AbzNU‡Ki 
KvR K‡i‡Q Ges XvKv AvU© mvwg‡U mn‡hvwMZv 
cÖ`vbmn Ab¨vb¨ D‡`¨v‡Mi gva¨‡g G aviv 
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Bangladesh in South Asia. The exhibition history 

of these murals speaks to how the Bangladeshi 

government has catalysed such conversations, 

and it continues to do so through their support 

of the DAS and other initiatives. 

The first panel of series is titled Ruposhi Bangla 

(Beautiful Bengal), after the seminal collection 

of poems by Jibanananda Das (1899-1954). 

Published posthumously, this book, which 

engages deeply with the non-human world of 

the landscape of Bengal, served as a major 

point of inspiration for the nationalists of the 

Language Movement. Bangladesh was the first 

country in the world that organised its claim 

to statehood around the issue of language: in 

1947, following the Partition of the subcontinent, 

the territory which is now Bangladesh was 

called East Pakistan on the basis of its largely 

Muslim population, upon which West Pakistan 

imposed its language, Urdu. Along with the 

language, Pakistan also attempted to impose 

their idea of a consolidated Islamic identity, 

which contradicted the intensely syncretic 

nature of religious belief in Bengal, which 

draws significantly from medieval Bhakti and 

Sufi metaphysical philosophies, kept alive 

today in the songs of the Bauls and Fakirs. 

Bengalis saw these as alien to their culture and 

organised massive rallies and protests, which 

the West Pakistani government attempted 

to quash brutally. The suppression of the 

movement reached its climax on February 

1 http://www.worldofmatter.net/nabil-ahmed

2  Khan, Nurur Rahman: Muzharul Islam Selected Drawings, 

Sthapattya O Nirmar and Nurur Rahman Khan, 2010.

3 DAS 2018 aims to support contemporary groups who continue 

this grassroots culture, through the Samdani Art Foundation 

Artist Led Initiatives Forum, who will be convening their own 

Summit to create opportunities for collaboration both in the 

country and internationally.

4 The presentation of these works at DAS reflects the immense 

help and support of Dhali al Mamoon and Shaela Sharmin. 

Ae¨vnZ n‡q‡Q| GB wmwi‡Ri 1g c¨v‡b‡ji bvg 
iæcmx evsjv hv Rxebvb›` `v‡ki (1899-1954) 
KweZvmgMÖ †_‡K †bqv n‡q‡Q| Zvui g…Z¨zi c‡i Qvcv 
GB eBwU evsjvi f‚-`…‡k¨ gvbe-RM‡Zi evB‡ii GK 
`zwbqvi mv‡_ Mfxi †hvMv‡hvM ˆZwi K‡i| 1952 
mv‡ji fvlv-Av‡›`vjb mg_©bKvix‡`i Kv‡Q eBwU 
GK eo Abz‡cÖiYv wn‡m‡e KvR K‡i| evsjv‡`k 
c…w_ex‡Z cÖ_g †`k hviv fvlvi cÖm‡½ †mv”Pvi n‡q 
n‡q iv‡óÖi `vwe K‡iwQj| eZ©gvb f‚LÛ- evsjv‡`k, 
1947 mv‡j Dcgnv‡`k fv‡Mi c‡i c‚e© cvwK¯’vb 
bv‡g cwiwPZ wQj| gymwjg msL¨vMwiôZvi Kvi‡b 
GwU cvwK¯Ív‡bi Ask wn‡m‡e wQj, hvi †Ri a‡i 
cwðg cvwK¯Ívb †Rvi K‡i D`©zfvlv Pvwc‡q †`q| 
fvlvi gZ cvwK¯Ívb Zv‡`i GKwU Bmjvgx cwiwPwZi 
GKwU msKzwPZ aviYvI Pvwc‡q †`qvi †Póv K‡i, 
hv evsjvi ag©xq wek¦v‡m eûZ¡evw`Zvi aviYv (g‚jZ 
ga¨hz‡Mi fw³ Ges mzwd Awawe`¨vg‚jK `k©bmg‚‡ni 
cÖfve hv AvRI evDj-dwKi‡`i Mv‡bi g‡a¨ 
RxweZ)-i m¤ú‚Y© wecixZ| evOvwjiv Pvwc‡q †`Iqv 
we‡ivax GB aviYvi weiæ‡× cÖwZev` M‡o †Zv‡j 
Ges eo eo i¨vjx †ei K‡i †h¸‡jv cwðg-cvwK¯’vb 
miKvi b…ksmfv‡e `gb Kivi †Póv K‡i| Gi P‚ovšÍ 
cwiYwZ N‡U XvKv wek¦we`¨vj‡q 1952 mv‡ji 21‡k 
†deÖzqvwi‡Z hLb cvwK¯Ívwb †mbviv Av‡›`vjbiZ 
QvÎ‡`i Dci ¸wjel©Y K‡i| hLb †iwWI 
†÷kb¸‡jv‡K A‰ea e‡j †NvlYv K‡i, m½xZ Ges 
†gŠwLK Abzôvb¸‡jv evsjv‡`‡ki ¯^vaxbZv msMÖv‡g 
mnvqK wn‡m‡e KvR K‡i, †hgb- ¯^vaxb evsjv 
†eZvi †K›`Ö †_‡K cÖPvwiZ RvZxqZvev`x evsjv 
Mvb¸‡jv, Ges wkíxiv `‡j `‡j m½x‡Zi gva¨‡g 
bvMwiK AwaKvi M‡o †Zvjvi j‡¶¨ †`‡ki GK cÖvšÍ 
†_‡K Ab¨ cÖv‡šÍ Ny‡i ‡eovq|
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21, 1952, when the Pakistani army shot and 

killed protesting students in Dhaka University. 

Music and oral performance were key in the 

Bangladeshi Liberation War when radio stations 

deemed illegal by the Pakistani government, 

such as the Swadhin Bangla Betar Kendra, 

disseminated nationalist Bengali songs and 

troupes of performers like the Bangladesh 

Mukti Shangrami Shilpi Shangstha travelled to 

far ends of the country to produce citizenship 

through music, reminding us of the long history 

of cultural resistance through performance in 

the region.

Jibanananda Das continued to be a major point 

of reference for the formation of new Bengali 

cultural identities in the post-Independence 

period. The Bengali musicians’ collective 

Mohiner Ghoraguli, whose music is deeply 

connected to the student movements of the 

1970s-80s, draws its name from Das’s poem 

“Horses” (first published in 1940). Inspired by 

the Mohiner Ghoraguli song Saattala Bari 

(Seven Storied house), Chittagong based 

artist Zihan Karim reimagines the metaphor 

of the body as the architecture for the soul – 

an idea present across Bengali, Baul, and Sufi 

traditions. Karim’s resulting video installation 

Various Ways of Departure (2017-2018) uses 

this spiritual framework, viewed through the 

lens of social critique offered by the song, to 

survey two historically significant seven-storied 

buildings in Chittagong – the Adalat Bhaban 

(the Courthouse) and the P.K Sen Bhaban , both 

of which were once under threat of demolition. 

Karim engages with centuries of history 

through a poetic lens, examining what is lost 

when people try to erase difficult pasts, using 

techniques of 3D imaging to show the many 

layers that build up the composite image we 

see now. Elsewhere in DAS, Dilara Begum Jolly’s 

work Amora (2015) maps the traces of trauma in 

¯^vaxbZv cieZ©x mg‡q bZzb ev½vwj mvs¯‹…wZK 
cwiP‡qi cÖm‡½ Rxebvb›` `v‡ki KweZv eo f‚wgKv 
cvjb K‡i| evOvwj m½xZwkíx‡`i GKwU †hŠ_ 
D‡Ï¨vM-gwn‡bi †Nvov¸wjÕi bvg Rxebvb›` `v‡ki 
KweZv Ô‡Nvov¸wjÕ (1940 mv‡j 1g cÖKvwkZ) 
†_‡K AbycÖvwYZ, hv‡`i Mvb 1970-80i `k‡Ki 
QvÎ-Av‡›`vjb¸‡jvi mv‡_ Mfxifv‡e mshz³| 
gwn‡bi †Nvov¸wjÕi ÔmvZZjv evwoÕ kxl©K MvbwU 
†_‡K AbycÖvwYZ n‡q iƒcKv‡_© kixi AvZ¥vi 
¯’vcZ¨¯^iƒc--evOvwj, evDj Ges mydx HwZ‡n¨i 
GKwU aviYv‡K PÆMvg wbevmx wkíx wRnvb Kwig 
czbivq Kíbv K‡ib| Kwi‡gi wfwWI BÝU‡jkb 
Ôf¨vwiqvm I‡qm Ae wWcvP©vi (2017-2018) 
MvbwU‡Z †`wL‡q †`qv mvgvwRK mgv‡jvPbvi GK `…
wófw½ w`‡q GB Ava¨vwZ¥K KvVv‡gv e¨envi K‡i, 
PÆMv‡gi HwZnvwmKfv‡e ¸iæZ¡c‚Y© mvZZjv `zwU 
feb- Av`vjZ feb Ges wc †K †mb feb- Gi 
Rwic K‡ib| GB `y‡Uv febB GKmgq †f‡O 
†djvi SzuwK‡Z wQj| Avgiv †h K‡¤úvwRU B‡gR 
†`wL Zv ˆZwii bvbvb †jqvi¸‡jv †`Lv‡bvi w_Ö-wW 
B‡gwRs †UKwbK e¨envi K‡i Kwig GK Kvwe¨K 
`…wófw½i ga¨ w`‡q kZe‡l©i BwZnv‡mi mv‡_ 
GKvZ¥ nb, gvbzl hLb Zvi msKUc~Y© BwZnvm gz‡Q 
†djvi †Póv K‡i ZLb Kx nvwi‡q hvq †mUv cix¶v 
Kivi †Póv K‡ib| XvKv AvU© mvwg‡U Ab¨w`‡K, 
w`jviv †eMg RwjÕi KvR Agiv (2015) ¯’vc‡Z¨ 
gvbwmK AvNv‡Zi wPýmg‚n gvbwPÎ A¼b K‡ib| 
AZx‡Zi Mv-QgQg Kiv NUbv¸‡jv hv AvRI Zvov 
K‡i †d‡i- †m¸‡jv Ly‡o Zzj‡Z wM‡q wZwb XvKvq 
Aew¯’Z wdwRK¨vj †UªBwbs K‡jR Gi d‡UvMÖvd¸‡jv 
dzu‡o wQ`ª K‡ib| GB wdwRK¨vj †UªBwbs K‡jRwU‡K 
1971 mv‡j cvwK¯Ívwb †mbviv AZ¨vPv‡ii NvuwU 
wn‡m‡e e¨envi K‡i| (‡cR †idv‡iÝ 284)

evZvm MvB‡Z wk‡L‡Q
evsjvi BwZnv‡m evZv‡mi GKwU `xN© f‚wgKv 
i‡q‡Q- wb‡q Av‡m †gŠmygx evqy hv G f‚L‡Ûi 
De©iZv ˆZwi K‡i, Ges cÖevn hv we‡k¦i mv‡_ mdj 
evwYR¨m¤úK© M‡o Zzj‡Z m¶g K‡i‡Q| GwU m¶g 
K‡i‡Q PZz`©k kZvãxi g‡iv‡°vi cwÛZ e¨w³Z¡ 
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architecture. She pierces holes in photographs 

of the Physical Training College of Dhaka, which 

was used as a site of torture by the Pakistani 

army during the conflict of 1971, excavating 

what she terms the hauntings of history in the 

present (Pg 284).  

THE WIND LEARNS TO SING
The winds have long charted the course of 

the history of Bengal, bringing the monsoons 

that produce the great fertility of its lands, 

and currents that enabled the establishment 

of successful trade relations with the world. It 

enabled the arrival on its shores travellers such 

as 14th century Moroccan scholar Ibn Batuta 

whose description of the land as “Dozakh-i-puri 

n’imat” – which translates to “an inferno bearing 

gifts,” inspires the title of this Bearing Point 

which explores the multiplicity and paradoxes 

of Bengal and later Bangladesh. But winds 

change course: the same winds that created 

prosperity for Bengal also brought on its back 

Portuguese, Dutch and British colonialists who 

unleashed centuries of violence, both physical 

and economic, on people of the subcontinent. 

In the Education Pavilion, Sugata Bose, who 

is Gardenier Professor of History at Harvard 

and MP from West Bengal, will conduct a 

workshop that charts a course for writing a 

history of Bengal from the sea, looking at the 

history of trade and cultural exchange via the 

5 Ursula Biemann in Bearing Point 3. pg 67

6 The muslin fabric of Bengal was renowned internationally, 

even worn by the Romans. The history of this textile is 

documented in the film the Legend of the Loom which will be 

screened at DAS on February 5th at 7pm. The film traces the 

2000-year-old history of the fabric, until the infamous “silencing’ 

of the looms” by British administrators seeking to protect the 

trade of Manchester cloth (Pg. 487). 

7 Khan, Nurur Rahman: Muzharul Islam Selected Drawings, 

Sthapattya O Nirmar and Nurur Rahman Khan, 2010.

Be‡b eZzZvi AvMgb, hvi †jLv evsjvi eY©bv— 
†`vRL-B-czix wbgvZ (cÖvPz‡h© fiv Rvnvbœvg) †_‡K 
GB w`K wb‡`©kK UvB‡UjwUi Abz‡cÖiYv Av‡m hv 
evsjvi Ges cieZ©x‡Z evsjv‡`‡ki eûZ¡ev` Ges 
ˆecixZ¨mg‚‡ni A‡š^lY K‡i| wKš‘ evZvm Zvi 
iv¯Ív e`jvq: †h evZvm evsjv‡K mg…× K‡iwQj, †mB 
evZvmB Zvi wcQ‡b K‡i cZy©wMR, Ij›`vR, Ges e…
wUk Jcwb‡ewkK-¯’vcbKvix‡`i wb‡q G‡mwQj hviv 
GB Dcgnv‡`‡ki RbM‡bi Dci wb‡q Av‡m kZ 
eQ‡ii Rzjzg, KvwqK Ges A_©‰bwZK Dfqfv‡eB| 
GWz‡Kkb c¨vwfwjq‡b, cwðge½ miKv‡ii Ggwc 
Ges nvf©vW© wek¦we`¨vj‡qi BwZnv‡mi GKRb 
Mv‡W©wbqvi cÖ‡dmi mzMvZv emz GKwU IqvK©kc 
cwiPvjbv Ki‡eb †hLv‡b fviZ gnvmvM‡ii ga¨ 
w`‡q evwYR¨ Ges mvs¯‹…wZK wewbg‡qi BwZnv‡mi 
w`‡K `…wócvZ K‡i, mgz‡`Öi w`K †_‡K evsjvi 
BwZnvm iPbvi GK cš’v wb‡q KvR Kiv n‡e, Ges 
wKfv‡e wkíxiv Ges weÁvbxiv GK‡Î cwieZ©‡bi 
evnK wn‡m‡e GB gnvmvMi¸‡jv‡K msi¶Y 
Ki‡Z cv‡i GB cwi‡cÖw¶‡Z wUweG21-GKv‡Wwg  
Av‡jvPbv Ki‡e| (BÝvU© †cR bv¤^vm© di GWz‡Kkb 
c¨vwfwjqb)
 
mgz‡`Öi w`K †_‡K BwZnvm ejvi †¶‡Î f‚LÛ-wfwËK 
eY©bvmg‚‡ni wewfbœ mxgve×Zv wb‡®‹vwlZ nq, Ges, 
AvcvZ`…wó‡Z ¯’vbxq NUbv¸‡jvi eû`‚icÖmvwiZ 
jnix¸‡jv Avgiv †`L‡Z m¶g nB †h¸‡jv evsjv‡K 
evwK we‡k¦i mv‡_ mshz³ K‡i| ˆewk¦Kfv‡e Rov‡bv 
evsjvi BwZnvm cwiewZ©Z n‡Z _vKv Kv‡U©vMÖvwdi 
g‡a¨ wbwnZ i‡q‡Q, †hLv‡b e…nre½ GKmgq 
cwð‡g fvi‡Zi wenvi Ges SvoLÐ, Ges c‚‡e© evg©v 
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Indian Ocean, and TBA21-Academy opens up 

fresh perspectives on how artists scientists and 

activists can come together as agents of change 

to protect these oceans (see pg. 422). To speak 

history from the sea drowns out many of the 

limitations that terrain-based narratives face, 

and we are able to see the far-reaching ripples 

of seemingly local events that connect Bengal 

to the rest of the world.  

Bengal’s globally entangled history lies at 

the centre of shifting cartographies, where 

the greater Bengal region once extended 

to what are now the Indian states of Bihar 

and Jharkhand in the west, and to Burma 

(Myanmar) in the east. The exhibition A beast, 

a god and a line, curated Cosmin Costinas, 

explores these cross-regional exchanges, with 

Bengal at its core. Weaving together narratives 

from Madagascar, Southeast Asia, Australia 

with those from South Asia, Costinas uses 

the textiles as a crucial point of connection 

to engage with contemporary narratives of 

violence and ethno-nationalisms.

 Historically speaking, Bengal had been a 

significant centre of trade and production, 

particularly of textiles. “In the 2,000 years of 

our history, we have been poor for only 250 

years and that too, because of colonisation. If 

we do suffer from poverty, we suffer only from 

one kind of poverty – economic poverty. But 

most countries suffer from many other kinds of 

poverty, even today”, remarked Muzharul Islam.

The early leaders of the young nation were 

deeply cognisant of the impoverished image 

of their country in the world’s eyes. Images of 

destruction and poverty in Bangladesh that 

had begun to surface in the West, defying 

Pakistani media blackouts catalysed the pro-

(gvqvbgvi) ch©šÍ we¯Í…Z wQj| Kmwgb Kw÷bvi 
wKD‡iU Kiv GKwU cï, GK †`eZv, I GKwU †iLv 
cÖ`k©bxwU‡Z e‡½i mv‡_ AvšÍt¯’vbxq wewbgq¸‡jv 
Ges Gi g‚j AbzmÜvb Kiv nq| gv`vMv¯‹vi, 
`w¶Yc‚e© Gwkqv, A‡÷Öwjqvi avivevwnK eY©bv¸‡jvi 
mv‡_ `w¶Y Gwkqvi avivevwnK eY©bv¸‡jv 
GKmv‡_ †Mu‡_, Kmwgbv Rzjz‡gi Ges b„‡MvwôMZ-
RvZxqZvev‡`i mgmvgwqK AvL¨vb¸‡jv‡K weRwoZ 
Kivi AZ¨šÍ ¸iæZ¡c‚Y© GKwU welq wn‡m‡e 
‡U·UvBj‡K e¨envi K‡i| BwZnvmMZfv‡e ej‡Z 
†M‡j, e½ evwYR¨ Ges Drcv`‡bi, we‡kl K‡i 
‡U·UvB‡ji GKwU ¸iæZ¡c‚Y© †K›`Ö n‡q Avm‡Q| 6

gvRnviæj Bmjvg gšÍe¨ K‡i‡Qb, Ò2000 eQ‡ii 
Avgv‡`i BwZnv‡m Avgiv `wi`ª wQjvg †KejgvÎ 
250 eQi, ZvI ïaygvÎ Jcwb‡ewkKvqb Gi 
Kvi‡b| hw` Avgiv †Kvb `vwi‡`Ö fzwM, Zv ïaz 
GKgvÎ -A_©‰bwZK `vwi`ª¨| wKš‘ AwaKvsk †`k 
Ab¨vb¨ me `vwi‡`ª¨ fz‡M, GgbwK AvRI|Ó 
we‡k¦i †Pv‡L evsjv‡`‡ki `vwi`ª¨c‚Y© Ae¯’v m¤ú‡K© 
bexb †`‡ki †Mvovi w`‡Ki †bZviv AeMZ wQ‡jb| 
evsjv‡`‡ki aŸsm Ges `vwi‡`ª¨i Qwe¸‡jv cwð‡g 
†f‡m DVv ïiæ K‡iwQj Ges cvwK¯Ívwb wgwWqv 
eøvKAvDU‡K †Zvqv°v bv K‡i Av‡gwiKvq †cÖv-
wcm gzf‡g›U G AbzNU‡Ki KvR K‡i| wbDBq‡K©i 
g¨vwWmb ¯‹qvi Mv‡W©‡b iweksKi Ges weUj‡mi 
cÖv³b m`m¨ RR© n¨vwimb KZ©…K Av‡qvwRZ 
1971 KÝvU© di evsjv‡`k ïb‡Z cvIqvi 
mgwóMZ Kg©mg‚nI wKfv‡e AvšÍR©vwZK cwigÛ‡j 
evsjv‡`‡ki Avwef©v‡e ¸iæZ¡c‚Y© f‚wgKv cvjb K‡i 
Zv †`wL‡q †`q K‡i| 
GB AÂ‡ji f‚‡Mvj Rz‡o mvgÖvR¨¸‡jv ev‡®úi gZ 
Av‡m Avi hvq, evZv‡m Zv‡`i wPý †i‡L, AvMv 
kwn` Avjxi KweZv Wv°v M‡RR G ewY©Z Kvc‡oi 
gZ, fvlvq, ms¯‹…wZ‡Z Ges ag©xq wek¦v‡m| 8 (8)
1905 mv‡j weÖwUk fvBmiq †e½j †cÖwm‡WwÝ‡K 
cwð‡g wn›`z Ges c‚‡e© gzmwjg AÂj wnmv‡e fvM 
K‡ib Ges Avevi 1947 mv‡j hLb cwð‡gi Ask 
fvi‡Zi m‡½ Ges c‚‡e©i Ask cvwK¯Ív‡bi m‡½- 
Jcwb‡ewkKev` Ges K‡qKevi fv½‡bi ci GB 
GjvKv cwie¨vß mgmvgwqK RvZxq-ivR¨mg‚n 

ibid
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peace movement in America leading to the 

1971 Concert for Bangladesh organised by Ravi 

Shankar and George Harrison, formerly from 

The Beatles, in Madison Square Garden in New 

York, pointing to how collective acts of listening 

also played a significant role in the emergence 

of Bangladesh into international consciousness.

Empires have appeared and disappeared like 

vapour across the geography of this region, 

leaving their traces hanging in the air, like the 

effervescent fabrics described in Agha Shahid 

Ali’s poem Dacca Gauzes, in language, culture 

and religious belief8. The contemporary nation-

states that occupy this region, after colonialism 

and multiple Partitions – in 1905, when the 

British Viceroy split the Bengal Presidency 

into a Hindu western and a Muslim eastern 

area, and again in 1947 when the western and 

eastern halves were incorporated into India and 

Pakistan– have imagined their own modes of 

locating themselves culturally and geopolitically, 

through anti-Western-Imperialist solidarities. 

Bengali thinkers such as Rabindranath Tagore 

imagined a modernity oriented eastwards. This 

easterly orientation also informed the thinking 

of the artist Syed Jahangir (b. 1935) whose travel 

to Japan to participate in the organisation 

of Asian Art Show in Fukuoka inspired the 

establishment of the Asian Art Biennale in 

Dhaka in 1981, Asia’s longest continuously 

running biennale of contemporary art. The 

Bangladesh Shilpakala Academy collected from 

these biennales, and we revisit and celebrate 

the history of this platform during the 1980s 

under Jahangir’s leadership, drawing upon the 

collection of the Shilpakala collection and the 

archive of the Fukuoka Asian Art Museum. (See 

pg. 509) . 

cvðvZ¨-mvgªvR¨we‡ivax H‡K¨i gva¨‡g mvs¯‹…
wZK Ges f‚-ivR‰bwZKfv‡e wbR¯^avivq wb‡R‡`i 
Ae¯’vb Kíbv K‡i wb‡q‡Q| ev½vwj wPšÍvwe` 
iex›`Öbv_ VvKzi cÖvP¨gzLx GK AvazwbKZvi K_v 
†f‡e‡Qb| cÖvP¨gzLx GB Iwi‡q‡›Ukb wkíx ˆmq` 
Rvnv½xi (Rb¥-1935)‡KI fvwe‡q‡Q, dzKzIKvÕi 
Gwkqvb AvU© †kv‡Z AskMÖnb Ki‡Z wM‡q Rvcvb 
ågY 1981 mv‡j XvKvq Gwkqvb AvU© we‡qbv‡ji 
Abz‡cÖiYv †`q| Gwkqvb AvU© we‡qbv‡j Gwkqvi 
me‡P‡q `xN© mgq a‡i P‡j _vKv K‡›U‡¤úvivwi 
AvU© we‡qbv‡j| evsjv‡`k wkíKjv GKv‡Wwg 
GB we‡qbv‡j ¸‡jv †_‡K msMÖn K‡i| wkíKjv 
GKv‡Wwgi GB msMÖn Ges dzKzIKv Gwkqvb AvU© 
wgDwRqv‡gi AvK©vBf cwi`k©b Kivi gva¨‡g 
Avgiv Rvnv½x‡ii †bZ…Z¡vaxb 1980i `k‡Ki GB 
cø¨vUdg©wUi BwZnvm cÖwZ m¤§vb RvbvB| (†cR 
509)
iwe VvKz‡ii bv›`wbK `k©b †_‡K AbzcÖvwYZ n‡q 
A‡Uvwj_ Mªyc XvKv AvU© mvwg‡Ui Av‡jvPbv Ges 
wk¶v Kvh©µ‡gi m‚Pbv K‡i GKwU e³e¨ Dc¯’vcbvi 
gva¨‡g hv‡Z Av‡jvKcvZ Kiv nq iwe VvKzi I 
Zvui mgmvgwqK‡`i MwVZ wUª ¯‹zwjs wk¶vweÁv‡bi 
Dci hv M‡o D‡VwQj kvwšÍwb‡KZ‡bi wek¦fviZx 
wek¦we`¨vj‡qi Kjvfe‡b| VvKz‡ii Kv‡Q wk¶v 
wQ‡jv Jcwb‡ewkKZvi bvMcvk Qvov‡bvi GKwU 
gva¨g, Ges wZwb e…¶ we`¨vj‡qi GB aviYvwU wb‡q 
Av‡mb `w¶Y fvi‡Zi ¸iæK‚j¸‡jv †_‡K, †hLv‡b 
Mv‡Qi wb‡P cvV`v‡bi GKwU cÖ_v Pvjz wQ‡jv| 
kvwšÍwb‡KZ‡b wk¶ve¨e¯’v ej‡Z wQ‡jv, evOvjx 
AvazwbKZvev`x‡`i g‡Z, cwðgv e¯Ízev‡`i weiæ‡× 
GK nvwZqvi hv kvwbZ n‡qwQ‡jv †MvôxMZ wewfbœ 
ixwZ-‡iIqv‡Ri PP©vi gva¨‡g, †h¸‡jv wQ‡jv GB 
Rbc‡`i gvbz‡l Ges cÖvYxK‚‡ji Rxebhvc‡bi 
Acwi‡”Q`¨ Ask, Avi GB nvwZqvi Pvjv‡bv wkL‡Z 
fviZxq Dcgnv‡`k QvovI `w¶Y-c‚e© Gwkqv I 
Rvcvb †_‡K QvÎiv G‡m R‡ov nZ kvwšÍwb‡KZ‡b| 
kvwšÍwb‡KZ‡bi Kjvfeb wQ‡jv `w¶Y Gwkqvi 
AvazwbKZvev`x wk‡íi GK Ab¨Zg aviv m…wói 
cÖvY‡K›`Ö, hv‡Z evievi D”PvwiZ nZ wewfbœ cÖvK-
AvazwbKZv Ges Avw`evmx wkíavivi K_v| iex›`Öbv_ 

8 Syncretic religious beliefs of the regions, which led to 

modern secularist thought. 
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Drawing from Tagore’s aesthetic philosophy, 

The Otolith Group opens the Dhaka Art 

Summit’s talks and education programmes 

with a lecture-performance that investigates 

the pedagogy of ‘tree schooling’ developed 

by Tagore and his contemporaries in the Kala 

Bhavan at Visva Bharati University, Santiniketan.  

Education was, for Tagore, a form of decolonial 

practice, and he drew the form of the tree 

school from older forms of pedagogy of South 

Asia, such as that of the gurukul, where open-

air classrooms were staged around trees. 

Education in Santiniketan, which drew students 

from the subcontinent, Southeast Asian and 

Japan, centred around creating forms of life 

that were posited against what the Bengali 

modernists saw as the West’s materialism, and 

community-based practices that respected and 

lived with non-human other.9 Kala Bhavan in 

Santiniketan was at the centre of the formation 

of a major strand of modernist art in South 

Asia, referencing premodern and indigenous 

forms. “Trees are the earth’s endless effort to 

speak to the listening cosmos”, Tagore wrote in 

his 1928 text Fireflies. Through this illustrated 

lecture, Notes on a Film on Santiniketan 

(2018) that debuts at DAS, The Otolith Group 

attempts to imagine a Neo-Tagorean cinema, 

that is informed by an engagement with what 

Gayatri Chakravorty Spivak calls the aesthetic 

education of Santiniketan – that is, the practices 

of the non-coercive rearrangement of desire 

that are produced. The tree as a central 

point of pedagogy harks back to the spiritual 

traditions of South Asia, such as that of Buddha 

who preached under the peepal tree and 

VvKzi Zvui 1928 mv‡j cÖKvwkZ ‡RvbvKx Kve¨MÖ‡š’ 
wj‡LwQ‡jb, Òe…¶ nj Kvb †c‡Z †kvbv wbm‡M©i 
Kv‡Q evYx †cŠu‡Q †`qvi c…w_exi AbšÍ cÖ‡PóvÓ|
GB wPwÎZ e³e¨ Ges kvwšÍwb‡KZ‡bi Dc‡i wbwg©Z 
GKwU Pjw”PÎ (2018) hv wWGGm-G cÖ`wk©Z 
n‡e| Gi gva¨‡g A‡Uvwj_ Mªyc GKwU be¨-ivwe›`ÖxK 
Pjw”P‡Îi avivi ¯^cœ †`L‡Q hv‡K MvqÎx PµeZ©x 
w¯úfvK bvg w`‡q‡Qb kvwšÍwb‡KZ‡bi wkíwk¶v’| 
Zvui g‡Z GB aviv D‡¯‹ †`‡e A`gbg‚jK cwi‡e‡k 
gz³ wPšÍvaviv‡K| wk¶v †¶‡Î e…‡¶i f‚wgKv †kKo 
Qwo‡q Av‡Q A‡bK Mfx‡i Ava¨vwZ¥K ch©vq ch©šÍ, 
†hgb `w¶Y fvi‡Zi ¸iæK‚‡j, gnvgwZ ez‡×i 
wccj Mv‡Qi wb‡P wbe©vY jv‡f, Ges Avw`evmx‡`i 
DcK_vq †hLv‡b K_v ejv MvQ Ges Mv‡Q fi 
Kiv †cÖZvZ¥viv wewfbœ MÖvgxY Rbc`‡K w`‡Zv 
ÁvbMf© Dc‡`k| A‡Uvwj_ Mªyc Gfv‡e Mv‡Qi wb‡P 
wk¶v`v‡bi ¯^‡`kxq PP©vUv‡K e¨envi K‡i wk¶vi 
wek¦RbxbZv‡K Qwo‡q w`‡”Q mevi gv‡S|
Rz‡jLv †PŠazixi cÖKí winvwm©s `¨ DBU‡bmt `¨ 
fvIqvj †KvU© †KmwU cvid‡g©wUf cª¨vw±m wn‡m‡e 
w_‡qUvi Ges wmwU‡Rbwkc wb‡q GKwU cix¶Y 
Pvjv‡bvi R‡b¨ ¯^vaxbZvi c~‡e©i BwÛqvb fvIqvj 
†KvU© †Km Gi mv‡_ mshz³ K‡i| †KmwU GKRb 
mbœvmxi cwiPq wN‡i, †h wKbv g„Z e‡j a‡i †bqv 
fvIqvj Rwg`vwi iv‡R¨i (XvKvi †kl me©e…nr 
Rwg`vwi) DËivwaKvix 2q Kzgvi nIqvi `vwe K‡i| 
fvIqvj Rwg`vwi 579 eM©gvBj (1500 eM©wK:wg:) 
Ges 50,000Gi KvQvKvwQ RbmsL¨v eûj 2274wU 
MÖvg wb‡q we¯Í…Z| mbœvmxwU Rwg`vwi `vwe K‡i e‡m, 
†KvU© †Km Gi GKwU wmwiR 1930-1946 Gi 
ga¨eZ©x mg‡q Pj‡Z _v‡K, XvKvi nvB‡KvU© †_‡K 
¯’vbvšÍwiZ n‡q hvq K¨vjKvUv nvB‡KvU© Ges †kl‡gk 
jÛ‡bi wcÖwf KvDwÝ‡ji nvB‡KvU© G †cŠuQvq †hLv‡b 
ivq Kzgv‡ii c‡¶ hvq| cv_© P¨vUvR©xi eB ÔG 
wcÖÝwj B‡¤úv÷vi (2002)Õ †_‡K AvK…ó n‡q †PŠazix 
cybive„wËi GKwU †KŠkj e¨envi K‡i cwiwPwZi 
dvuK‡dvKi Ges Z_¨cÖgvY ¯’vwcZ Kivi cÖK…wZ wb‡q 
DVv cÖkœ¸‡jv †gvKvwejv Kivi Rb¨| GB †KmwU‡ZB 
me©cÖ_g d‡UvMÖvwd Ges ev‡qv‡gwUªKm d‡ibwmK 
Z_¨cÖgvY wn‡m‡e e¨eüZ nq| P¨vUvR©x D‡jøL 

9 Similarly, in Bearing Point 4, Soe Yu Nwe’s work On Ghost 

(2016), addresses the idea of spirit houses, used by animist 

cultures to house the spirits of the dead, to deal with memories 

of conflict and difficult histories. See page 106.  
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indigenous folklore where speaking trees and 

the spirits that inhabit them, were repositories 

of knowledge, shared with village communities. 

The Otolith Group unpacks the use of speaking 

and listening practices, particularly in the 

vernacular, to produce forms of intimate 

belonging through education oriented towards 

universalist ideals, by these gatherings around 

trees. 

Zuleikha Chaudhari’s project Rehearsing the 

Witness: The Bhawal Court Case (2016-18) 

engages with the pre-independence Indian 

Bhawal court case to examine theatre and 

citizenship as performative practices. The 

case revolves around the identity of a Sanyasi 

(wandering ascetic), who claimed to be the 

presumed-dead second Kumar (Prince), the heir 

of the Bhawal estate (the last large zamindari 

estate in Dhaka). The Bhawal Estate spread 

over 579 square miles (1,500 km2) and covered 

2,274 villages with a combined population 

around 500,000. The Sanyasi laid claim to 

the estate, sparking a series of court cases 

that lasted between 1930-1946, transferred 

from the High Court of Dhaka to Calcutta and 

was finally presented before the High Court 

of the Privy Council in London, which found 

in favour of the Kumar. Drawing from Partha 

Chatterjee’s book A Princely Imposter (2002), 

Chaudhuri uses the device of a reenactment 

to deal with the question of the slipperiness 

of identity, and the nature of what constitutes 

evidence. This case was also the first time 

photography and biometrics were used as 

forensic evidence. As Chatterjee discusses, the 

Bhawal case brought indigenous and colonial 

understandings of identity into conflict within 

the framework of the law: family members and 

those from the community referred to markers 

such as mannerisms of speech, and to particular 

K‡i‡Qb, GB †KmwU cwiPq wb‡q AvBb-KvVv‡gvi 
wfZ‡i †`kR Ges Dcwb‡ewkK †evSvcov¸‡jv‡K 
Ø‡›Øi m¤§y‡L wb‡q Av‡m t cwievi Ges m¤cÖ`v‡qi 
m`m¨iv K‡qKwU wPwýZKvix wel‡qi D‡j L K‡i, 
†hgb- K_v ejvi aiY, Ges we‡kl †Kvb ¯§…wZ; 
Avevi, Dcwb‡ewkK miKvi `vwe K‡i †h ïazgvÎ 
Av`vjZm¤^Übxq Z_¨cÖgvY ¸‡jvB MÖnb‡hvM¨ n‡e| 
GwU mZš¿ e¨w³we‡k‡li we‡ivwaZv K‡i kix‡ii 
f‚wgKv Ges ¯’v‡bi Z_¨cÖgvY¯^iƒc w`‡q cwiPq avh© 
Kivi miKvix cš’vmg‚‡ni gv‡S Pig ˆecixZ¨ Ges 
Ø‡b&Øi AeZviYv K‡i| 
mbœ¨vmxwU/Kzgvi ivq wn‡m‡e †NvlYvi Aí wKQzw`b 
c‡iB gviv hvq| mbœvmxi GB `vwei mZ¨Zv 
wek¦vm Kiv nq ZLwb, hLb Zvi AvZ¥x‡qiv ev‡Ni 
Avµg‡bi d‡j Zvi kix‡i †_‡K hvIqv ¶ZwPý 
†`‡L Zv‡K mbv³ Ki‡Z cv‡i| cwiPq ˆZwii †¶‡Î 
ev‡Ni cÖm‡½ D‡j L Kiv †h‡Z cv‡i w`K wb‡`©kK 
3 Gi †nv Rz ‡bbÕi KvR 2 Ai 3 UvBMvim Gi K_
v| winvwm©s `¨ DBU‡bm XvKv AvU© mvwg‡Ui bqw`b 
GKwU BÝU‡jkb wn‡m‡e _vK‡e, 3iv †deªyqvwi GwU 
GKwU cvid‡g©Ý Gi iƒc cv‡e hLb, BwZnvmwe`iv, 
Awf‡bZviv Ges Av`vjZ I AvB‡bi we‡klÁ 
e¨w³iv BwZnv‡mi GB wemvj AvK©vB‡f hz³ n‡eb| 
¯§…wZ Ges BwZnv‡m msiw¶Z gzn‚Z©¸‡jvi g‡a¨Kvi 
m¤úK© Ae‡jvKb K‡i cwiPq ˆZwii †¶‡Î Qwei 
f‚wgKv wb‡q cÖkœ †Zv‡j GB cÖKíwU| cÖwZw`‡bi 
bvMwiK Rxe‡bi Awfbq Ges miKvixfv‡e ¯^xKvi 
K‡i †bqvi ZwiKvmg‚‡ni dvuK¸‡jv GwU AbzmÜvb 
K‡i, D‡b¥vPb K‡i bvix‡`i mv¶¨cÖgvY‡K ¸iæZ¡ 
†`qvi cziælZvwš¿K `…wófw½, †hLv‡b AvRI cÖvqB 
bvix‡`i mv¶¨cÖgv‡Yi wek¦vm‡hvM¨Zv we‡ePbv Kiv 
nq bv| gz¤^vB Ges †KvwP‡Z Dc¯’vwcZ GB KvRwUi 
bZzb czbive„wË‡K Ggb fv‡e †`Lv hvq †hb †KmwU- 
Gi Drm¯’‡j wd‡i G‡m‡Q, winvm©vj‡K cÖ`k©bx-PP©vq 
wb‡q Avmvi cÖ¯Ívebv †`q, Ges BwZnv‡m AvK©vB‡fi 
AvIZv‡K cix¶v K‡i| 
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memory, while the colonial state demanded 

that only forensically sound evidence be 

admissible. It brings into sharp contrast the 

conflict between the ways in which the state, 

as opposed to individuals, assess identity, and 

the role of the body, as the site where this plays 

out, as evidence. 

The Sanyasi/Kumar died shortly after the 

conclusion of the case, and the veracity of his 

claim was given credence when his relatives 

identified him by the presence of a scar from 

a tiger attack, speaking to the entanglement 

of tigers in the making of identities, as Ho Tzu 

Nyen’s work 2 or 3 Tigers does in Bearing Point 

3(Pg 66). Rehearsing The Witness exists as an 

installation across the 9 days of DAS, evoking 

the authority of a court room, and comes to life 

on February 3rd as a performance which brings 

together historians, actors and experts from the 

fields of law and forensics to engage with the 

enormous archive that this episode in history 

produced. This project questions the role of 

image-making in the production of identity, 

looking at the relationship between memory 

and the role of archives in reliving historical 

moments. It also explores the interstices 

between the everyday performance of 

citizenship and those recognised by the state, 

unpacking the patriarchal gaze of the state by 

addressing women’s acts of witnessing, which 

are often not given credibility, even today. 

Previously presented in Mumbai and Kochi, 

this new iteration of the work sees the return 

of the case to its place of origin, proposing 

the rehearsal as an exhibitionary practice, 

and examining the space of the archive in the 

performance of history. 

Workshops, such as that led by Iftikhar Dadi, 

Mariah Lookman and Anshuman Dasgupta 

which aims to connect the art histories of East 

GWz‡Kkb c¨vwfwjq‡b msMwVZ BdwZLvi `vw`, 
gvwiqvn jzKgvb Ges Asïgvb `vk¸ß Gi 
cwiPvjbvq IqvK©kc¸‡jv c‚e© I cwðg cvwK¯’vb 
Ges c~e© I cwðg evsjvi wkíKjvi BwZnvm¸‡jv‡K 
mshy³ Kivi j‡¶¨, msi¶Y cÖe„wË I ixwZmg‚n 
wKsev BwZnvm iPbv I mwµq K‡i †Zvjvi ¯’vb‡K 
myMg K‡i Zzj‡e| evOjv fvlvwfwËK †cÖvMÖvwgs wewfbœ 
cÖR‡b¥i wkíx‡`i mv‡_ mv¶vr NwU‡q Ges Zv‡`i 
wkíPP©vq mvgvwRK, ivR‰bwZK Ges HwZnvwmK 
KvVv‡gv wb‡q K‡_vcK_‡bi gva¨‡g evsjv‡`‡k 
wkíPP©vi †gŠwLK AvL¨vb¸‡jvi cÖPvi Ges iƒcvšÍi 
Gi Dc‡i KvR K‡i| XvKv AvU© mvwgUGB AÂ‡ji 
BwZnvm¸‡jvi mv‡_ ms‡hvM ¯’vc‡bi cixw¶Z wewfbœ 
cÖbvjx¸‡jv‡K RvqMv K‡i †`qvi Avkv iv‡L| 
ev¯ÍzZvwš¿K wech©‡qi Ges DwÌZ b„‡MvwôMZ-
RvZxqZvev‡`i So¸‡jv †gvKvwejv Kivi D‡Ï‡k¨ 
bvbvfv‡e LwPZ evsjvi BwZnvm¸‡jv LzuR‡Z w`K 
wb‡`©kK Be‡b eZzZvÕi ÒRvnvbœv‡gÓ AeZiY 
Kivi †Póv K‡i| 1921 mv‡j †jLv KvRx bRiæj 
Bmjv‡gi KweZv we‡`Övnx, †hLv‡b AZ¨vPv‡ii 
gz‡L S‡oi †e‡M we‡`Övn ˆZwi Ki‡Z Avgv‡`i 
Drmvnx Kivi Rb¨ Bmjvgx Ges wn›`z wg_jwR‡K 
GKmv‡_ Mvu_v n‡q‡Q| evsjvi wPšÍv-fvebvi Mfxi 
gvbeZvev`x HwZ‡n¨i K_v Avgv‡`i g‡b Kwi‡q †`q 
wb‡Pi kã¸wj t- 

gnv-we‡`Övnx iY K¬všÍ
Avwg †mB w`b ne kvšÍ,
h‡e Drcxwo‡Zi µ›`b-‡ivj AvKv‡k evZv‡m 
aŸwb‡e bv 
AZ¨vPvixi LoM K…cvY fxg iY-f‚‡g iwY‡e bv 
we‡`Övnx iY K¬všÍ
Avwg †mB w`b ne kvšÍ| 1 

1KvRx bRiæj Bmjvg, we‡`Övnx, 1922
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and West Pakistan, and East and West Bengal, 

held in the Education Pavilion will open up 

spaces for further archival engagements and 

manners or writing and activating histories. 

The Bengali language programmeming will 

focus on the transmission and dissemination of 

oral narratives of art practice in Bangladesh, 

creating encounters between different 

generations of artists who will be conversation 

around the historical, social and political 

frameworks of their practice. DAS hopes to 

create a space to critically examine modes of 

engagement with the histories of the region. 

This Bearing Point attempts to descend into 

Ibn Battuta’s “inferno” to find inspiration in the 

many interwoven histories of Bengal to face the 

coming storms of ecological catastrophe and 

rising ethno-nationalism. Catalysed by the poet 

Kazi Nazrul Islam’s 1921 poem Bidrohi, which 

weaves together Islamic and Hindu mythologies 

to encourage us to stage stormy rebellions in 

the face of oppression, we are reminded of the 

deeply humanist tradition of thought in Bengal, 

by these words: 

“Weary of struggles, I, the great rebel,

Shall rest in quiet only when I find

The sky and the air free of the piteous groans of 

the oppressed.

Only when the battle fields are cleared of 

jingling bloody sabres

Shall I, weary of struggles, rest in quiet,

I the great rebel.”10

Oti Samprotik Amra: Eternal Bangla Bangali, Panel 13, 

Victory (1972). Courtesy of the Chittagong University 

Museum, University of Chittagong.   

10 Kazi Narul Islam, Bidrohi, 1922.  See also Volcano Extravaganza, 

page 405

Cover of booklet produced by Oti Samprotik Amra for 

the Bangladesh India Friendship Fair in Kolkata, 1972. 
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OTI SHAMPROTIK AMRA
(1968-mid 1970s, Chittagong)

Members include: Sabih-ul-Alam, Tajul Islam, Syed Enayet 

Hossain Abul Monsur, Chandra Shekhar Dey, Safiqul Islam and 

Mohammad Shawkat Haider

Oti Samprotik Amra (We, the Contemporary) 

was a progressive cultural group founded by 

the students of Chittagong University in 1968.  

Their activity included organising theatrical 

shows and various cultutal programmes within 

the university. They were responsible for the 

first international exhibition of Bangladeshi 

art (after the Liberation War in 1971), held in 

Kolkata in 1972, which celebrated the triumph of 

Bengali culture. The group invited seven artists, 

mostly students, from Chittagong and Dhaka-

based Chittagongian artists (Sabih-ul-Alam, Tajul 

Islam, Syed Enayet Hossain, Safiqul Islam, Abul 

Monsur, Chandra Shekhar Dey and Mohammad 

Shawkat Haider) to create a mural of 104 ft 

long for the ‘Bangladesh-India Freindship Fair’ 

which was held in Gorer Math (now known as 

Maidan or Brigade Parade Ground) in March 

1972. The mural was collected by the Chittagong 

University Museum in 1976 when the group 

slowly ceased to exist. 

Sabih Ul Alam was the Founding Principal of 

Chittagong Art College, presently known as 

Fine Arts Institute, University of Chittagong. 

Tajul Islam graduated in Fine Arts from the 

Institute of Fine Arts, Dhaka in 1968 and 

completed his MFA from the University of 

Chittagong in 1974. Syed Enayet Hossain, 

completed his BFA at College of Arts and 

Crafts (presently Faculty of Fine Arts, 

University of Dhaka) in 1965.  Chandra Shekhar 

Dey completed his MFA from Chittagong Art 

College, University of Chittagong. Abul Monsur 

completed his MFA in art history from M.S 

University, Baroda and BFA in Painting from 

AwZ mv¤cÖwZK Avgiv MÖæc
(1968-1970Õi ga¨eZ©x mgq, PÆMÖvg)

mvwen-Dj-Avjg, ZvRzj Bmjvg, ‰mq` Gbv‡qZ †nv‡mb, Aveyj 

gbmzi, P›`Ö †kLi †`, kwdKzj Bmjvg, ‡gvnv¤§v` kIKZ nvq`vi

ÔAwZ mv¤cÖwZK AvgivÕ wQ‡jv GKwU cÖMwZkxj 
mvs¯‹…wZK `j, †hwU PÆMÖvg wek¦we`¨vj‡qi QvÎ‡`i 
gva¨‡g 1968 mv‡j cÖwZôv jvf K‡i| `jwUi 
Kvh©µ‡gi g‡a¨ wQj wek¦we`¨vj‡qB bvbvwea mvs¯‹…
wZK Abzôvb I bvUK cÖ`k©bxi Av‡qvRb Kiv| 
1971 mv‡j ¯^vaxbZv hz‡×i ci 1972 mv‡j 
KjKvZvq Av‡qvwRZ evsjv‡`kx wPÎK‡g©i cÖ_g 
AvšÍR©vwZK cÖ`k©bxwU G‡`i nvZ a‡iB m¤úbœ 
n‡qwQ‡jv, hv‡Z D`hvwcZ n‡qwQ‡jv evOvjx ms¯‹…
wZi RqR‡qvKvi| `jwU g~jZ PÆMÖv‡g 7Rb 
wkíx‡K Avgš¿Y Rvbvq, hv‡`i †ewkifvMB wQ‡jb 
XvKv I PÆMÖv‡gi wk¶v_©x (mvwen Dj Avjg, ZvRzj 
Bmjvg, mvBwq` Gbv‡q` †nv‡mb, kwdKzj Bmjvg, 
Avezj gbmzi, P›`Ö †kLi †` Ges †gvnv¤§` kIKZ 
nvq`vi)| D‡Ïk¨ wQ‡jv, 1972 mv‡ji gv‡P© M‡oi 
gv‡V (eZ©gvb gq`vb, ev weª‡MW c¨v‡iW MÖvDÛ) 
Av‡qvwRZ Ôevsjv‡`k-fviZ ˆgÎx †gjvÕ Dcj‡¶¨ 
GKwU 104wdU ˆ`‡N¨©i g¨zi¨vj ˆZix Kiv| `jwUi 
Kvh©µg µ‡g ¯’wMZ n‡q G‡j g¨zi¨vjwU wPUvMs 
wek¦we`¨vjq Rv`zNi KZ©…K 1976 mv‡j msM…nxZ 
nq| 

cieZ©x‡Z, mvwen Dj Avjg PÆMÖvg AvU© K‡j‡Ri 
cÖwZôvZv Aa¨¶ c‡` Awfwl³ nb, hv eZ©gv‡b 
PÆMÖvg wek¦we`¨vj‡qi PviæKjv Abzl` wn‡m‡e 
cwiwPZ| ZvRzj Bmjvg XvKvi PviæKjv Abzl` †_‡K 
1968 mv‡j mœvZK Ges wPUvMs wek¦we`¨vjq †_‡K 
1974 mv‡j gv÷vm© wWMÖx AR©b K‡ib| mvBwq` 
Gbv‡qZ †nv‡mb XvKvi AvU© K‡jR (eZ©gvb PviæKjv 
Abzl`, XvKv wek¦we`¨vjq) †_‡K 1965 mv‡j Zvui 
e¨v‡Pji wWMÖx AR©b K‡ib| P›`Ö †kLi †` Zvui 
gv÷vm© wWMÖx AR©b K‡ib PÆMÖvg AvU© K‡jR, PÆMÖvg 
wek¦we`¨vjq †_‡K| Avezj gbmzi Zvui gv÷vm© wWMÖx 
AR©b K‡ib wkíKjvi BwZnvm wefvM, Gg Gm 
BDwbfvwm©wU, ev‡iv`v †_‡K Ges e¨v‡Pji wWMÖx 
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THE OTOLITH GROUP  
(founded 2002, London) 
ANJALIKA SAGAR 
(b. 1968, London, lives and works, London)

KODWO ESHUN 

(b. 1966 in London, lives and works, London)

The Otolith Group (Kodwo Eshun and Anjalika 

Sagar) is a London-based collective initiated 

in 2002, who work 

with film, video, lecture 

performance, and 

publications. Their 

research-based projects 

combine narrative, 

archival material, 

and documentary 

footage, with an 

interest in futurity, 

speculative,science 

fiction, and geology. 

Eshun studied English 

Literature at University College, Oxford (1985–

8). Sagar studied Anthropology and Hindi at 

the School of Oriental and African Studies, 

University of London (1994–7). The collective 

have had numerous solo presentations, 

including: In the Year of the Quiet Sun, Bergen 

Kunsthall (2014); Thoughtform, MAXXI, Rome/

MACBA, Barcelona (2011–12); A Lure a Part 

Allure Apart, Bétonsalon, Paris (2011). The 

Otolith Group has exhibited in the Sharjah 

Biennale (2017); Endless Shout, Institute 

of Contemporary Art, Philadelphia (2017); 

documenta 13 (2012); New British Art, Tate 

Triennial, London (2006). The Otolith Group 

were nominated for the Turner Prize in 2010.

AR©b K‡ib †cBw›Us wefv‡M, K‡jR Ae AvU©m GÛ 
µvdUm †_‡K| cieZ©xKv‡j wZwb XvKv wek¦we`¨vj‡q 
PviæKjv wefv‡M (eZ©gvb PviæKjv Abzl`, XvKv 
wek¦we`¨vjq) wk¶KZv †ckvq †hvM`vb K‡ib|

`¨v I‡Uvwj_ MÖæc
(cÖwZôvKvjt 2002, jÛb)
AÄwjKv mvMi (Rb¥t 1968, jÛb, Kg©‡¶Î I 
evm¯’vbt jÛb, hy³ivR¨), Ges †Kv‡W¨v Gmvb 
(Rb¥t 1966, jÛb, Kg©‡¶Î I evm¯’vbt jÛb, 
hz³ivR¨)|
`¨v I‡Uvwj_ MÖæc (AÄwjKv mvMi Ges †Kv‡W¨v 

Gmvb) n‡jv jÛbwfwËK 
GKwU wkí-msMVb, hv 
2002 mv‡j cÖewZ©Z nq| 
Gi Kvh©µ‡gi AvIZvq 
i‡q‡Q Pjw”PÎ, wfwWI, 
†jKPvi cvid‡g©Ý I 
cÖKvkbv| `jwUi M‡elYv 
g~jK cÖKí¸‡jv‡Z 
bvbvwea eY©bvg‚jK, 
msi¶Yg‚jK Dcv`vb 
Ges Z_¨wP‡Îi dz‡UR, 
fwel¨‡Zi ¯^v‡_© wewfbœ 
`~iKíbv, KíweÁvb I 

f‚Z‡Z¡i mgv‡ek N‡U _v‡K| Gmvb BDwbfvwm©wU 
K‡jR, A·‡dvW© †_‡K (1985-1988) Bs‡iwR 
mvwn‡Z¨ cov‡kvbv K‡ib Ges mvMi Ô¯‹zj Ad 
Iwi‡q›UvjÕ †_‡K wnw›` I b„ZZ¡ Ges ÔBDwbfvwm©wU 
Ad jÛbÕ †_‡K Avwd«Kvb ÷vwWR-G cov‡kvbv 
K‡ib| `jwUi wewfbœ GKK cÖ`k©bx Av‡Q, hvi g‡a¨ 
i‡q‡Q- ÔBb `¨v Bqvi Ad `¨v †Kvqv‡qU mvbÕ, 
evM¨©vb Kv›U÷j (2014); Ô_Udg©Õ, g¨vw·, †ivg/
g¨vKev, ev‡m©‡jvbv (2011-12); ÔG wjq¨zi G cvU© 
Gj¨¨zi AvcvU©Õ weUbmv‡j¨vb, c¨vwim (2011)| 
`jwUi wewfbœ cÖ`k©wbi g‡a¨ i‡q‡Q 2017 mv‡ji 
kviRvn& e¨z‡qb¨vj; ÔGÛ‡jm kvDUÕ, BÝwUwUDU 
Ad Kb‡U‡¤úvivwi AvU©, wdjv‡Wjwdqv(2017); 
ÔWKz‡g›Uv 13 (2012); ÔwbD weÖwUk AvU©, †UBj 

The Otolith Group: Images from research trip to Santiniketan. 

Courtesy of the artists.  

College of Arts and Crafts and subsequently 

taught at the Institute of Fine Arts, University 

of Dhaka (presently Faculty of Fine Arts, 

University of Dhaka).
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ZIHAN KARIM
(b. 1984, Chittagong; lives and works, Chittagong)

Zihan Karim works with a range of media 

including moving image, installation, sound and 

painting. His works take the form of interventions, 

complicating the histories of his chosen sites, 

using projections to blur the boundaries 

between real and virtual worlds. Karim holds 

a deep interest in urbanism, histories of the 

city, and the narratives of class and labour that 

structures of power attempt to render invisible. 

He earned his BFA and MFA in Painting from 

the Institute of Fine Arts, Chittagong University, 

where he now teaches. His work has  been 

exhibited in the Yinchuan Biennale, China 

(2016); the Dhaka Art Summit, Bangladesh (2016); 

the 5th Asian Art Triennale, Fukuoka Asian Art 

Museum (2014); and the 16th Asian Art Biennale, 

Bangladesh Shilpakala Academy (2014).  He 

was awarded Honourable Mentions at the 15th  

(2012) and 17th (2016) Asian Art Biennale, Dhaka, 

and has been an artist-in-residence during the 

Fukuoka Asian Art Triennale, Fukuoka, Japan 

(2014), and Next Art Tainan, Taiwan (2015). He is 

a founding member of Jog Art Space, an artist-

led platform for visual artists. 

Zihan Karim: Various Way of Departure (2017), still image from the video. Courtesy of the artist.

wUÖwbqvj, jÛb (2006)| `jwU 2010 mv‡j ÔUvb©vi 
cÖvBRÕGi Rb¨ g‡bvbxZ nq|

wRnvb Kwig
(Rb¥ 1984, PÆMÖvg, emevm Ges Kg©‡¶Î PÆMÖvg, evsjv‡`k)

wRnvb Kwig Pjw”PÎ, Bb÷‡jkb, kã Ges 
wPÎKjvi gZ †ekwKQz wkígva¨g wb‡q KvR K‡ib| 
Zvi KvR¸‡jv Zv‡`i cUf‚wgi BwZnv‡mi Dci Kjg 
Pvwj‡q cÖ‡RKkb ev Awf‡¶‡ci gva¨‡g ev¯Í‡ei 
mv‡_ fvP©zqvj RM‡Zi mxgv‡iLv‡K wejxb K‡i †`q| 
Kwi‡gi i‡q‡Q bvMwiK Rxeb, Ges kû‡i BwZnv‡mi 
cÖwZ Mfxi AvMÖn| AvMÖn Av‡Q †kÖYxmsMÖvg Ges 
kÖwgK †kÖYxi cÖwZ, hvi wPý gz‡Q w`‡Z Zrci 
¶gZvevbiv| wZwb PÆMÖvg wek¦we`¨vj‡qi PviæKjv 
wefvM †_‡K wPÎKjvi Dci Zvui mœvZK Ges 
mœvZ‡KvËi wWwMÖ jvf K‡ib, Ges eZ©gv‡b †mLv‡bB 
wk¶K wn‡m‡e Kg©iZ Av‡Qb| Zvui KvR BbPzqvb 

we‡qbv‡j, Pxb, (2016); XvKv AvU© mvwgU, 
evsjv‡`k, (2016); 5g Gwkqvb AvU© wUª‡qbv‡j, 
dzKzIKv Gwkqvb AvU© wgDwRqvg (2014); 16k 
Gwkqvb AvU© we‡qbv‡j, evsjv‡`k wkíKjv GKv‡Wwg 
(2014) †Z cÖ`wk©Z n‡q‡Q| 15 Zg (2012) Ges 
17 Zg (2016) Gwkqvb AvU© we‡qbv‡j, XvKv‡Z 
Zvu‡K m¤§vbm‚PK D‡j L Kiv nq, Ges wZwb dzKzIKv 
Gwkqvb AvU© wUª‡qbv‡j, dzKzIKv, Rvcvb (2014) 
†Z Ges †b·U AvU© UvBbvb, ZvBIqvb (2015) †Z 
cÖevmx wkíx wn‡m‡e Dcw¯’Z wQ‡jb| wZwb †hvM AvU© 

Right: Photograph of Ramendra Narayan Roy (Plaintiff). [Evidence in the 

case of Ramendra Narayan Roy ‘Kumar of Bhawal’]. Courtesy: The Alkazi 

Collection of Photography.
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ZULEIKHA CHAUDHARI 
(b.1973 in New Delhi, lives and works, New Delhi)

Zuleikha Chaudhari is a director, lighting 

designer and a visual artist. Her practice 

uses archival documents to develop 

theatrical performances and to think about 

the relationship between the production 

of memory and the role of the archive, with 

her current projects 

exploring performativity 

in law and legal truth-

production in court 

trials. She is developing 

the theatre archive at 

the Alkazi Foundation 

of the Arts, New Delhi. 

Chaudhari earned a 

major in Theatre Directing 

and Light Design at 

Bennington College, 

Vermont, USA in 1995. 

Her work has been shown 

at theatre festivals and 

exhibitions internationally, 

including: the Creative 

Time Summit, Toronto, 

Canada (2017); the Kochi-

Muziris Biennale, India 

(2016); Mumbai Art Room 

(2016); Performa 13 (in 

collaboration with the Raqs Media Collective), 

New York (2013); Khoj Live, New Delhi (2008); 

and the Bonne Biennale, Germany (2006). She 

was awarded the Sangeet Natak Akademi’s 

Yuva Puruskar Award in 2007 and the Charles 

Wallace India Trust Award in 2001/2002.

Photograph of Ramendra Narayan Roy, Plaintiff (Saif Ali) 

in dhoti and coat taken by Dheer Kaku, Mumbai.

†¯úm bvgK GKwU wkíx‡`i Øviv cwiPvwjZ wkí 
cÖ`k©bxi c ̈vUd‡giÖI cÖwZôvZv m`m¨|

Rz‡jLv †PŠazix
(Rb¥, 1973, bqvw`j x, emevm Ges Kg©‡¶Î, bqvw`j x, fviZ)

Rz‡jLv †PŠazix GKRb cwiPvjK, Av‡jKm¾v 
cwiKíK, Ges wfRzqvj AvwU©÷| Zvui Kv‡R wZwb 
AvK©vB‡f wewfbœ RgvK…Z bw_c‡Îi gva¨‡g g‡Â 

Awfb‡qi cUf‚wg ˆZwi 
K‡i _v‡Kb hv‡Z bw_
e× NUbvewj ¯§…wZ n‡q 
gvbe gw¯Í‡®‹ †Mu‡_ hvq| 
eZ©gv‡b GiKgB GKwU 
cÖK‡í wZwb Av`vj‡Zi 
wewfbœ gvgjv †gvKÏgv 
Ges AvB‡bi cUf‚wg wb‡q 
KvR Ki‡Qb| GB w_‡qUvi 
AvK©vBfwU wZwb wbg©vY 
Ki‡Qb AvjKvwR dvD‡Ûkb 
Ad w` AvU©m, bqvw`j x‡Z| 
†PŠazix gÂbvUR cwiPvjbv 
Ges Av‡jvKm¾vi 
Dc‡i †ewbsUb K‡jR, 
fvg©›U, gvwK©b hz³ivóÖ 
†_‡K 1995 mv‡j mœvZK 
wWwMÖ jvf K‡ib| wewfbœ 
AvšÍR©vwZK bv‡U¨vrme 
Ges cÖ`k©bx‡Z Zvui KvR 
cÖ`wk©Z n‡q‡Q, hvi g‡a¨ 
Av‡Q: `¨ wµ‡qwUf UvBg 

mvwgU, U‡iv‡›Uv, KvbvWv (2017); `¨ †KvwP-gzwRwim 
we‡qbv‡j, fviZ (2016); gz¤^vB AvU© iæg (2016); 
cvidg©v 13 (iv· wgwWqv Kv‡jw±‡fi mv‡_ 
mgš^‡q), wbD BqK© (2013); †LvR jvBf, bqvw`j x 
(2008); Ges w` eb we‡qbv‡j, Rvg©vwb (2006)| 
msMxZ bvUK GKv‡Wwg Zvu‡K hze czi¯‹vi G¨vIqvW© 
2007 cÖ`vb K‡i Ges 2001/2002 †Z Pvj©m 
Iqv‡jm BwÛqv UÖv÷ G¨vIqvW©I AR©b K‡ib wZwb|
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Cast:
Judge: Anita Ghazi
Lawyer: Jyotirmoy Barua, Advocate, Supreme Court, Bangladesh

Lawyer: Aneek R. Haque 
Expert Witness 1: Shahidul Alam (Artist and writer ) as J. L. Winterton (Artist and Photographer.Plaintiff’s witness No.778) 

Expert Witness 2: Dr Nandini Chatterjee, (Senior Lecturer in history, University of Exeter, UK.) as J.H. Lindsay (Retired ICS, Secretary of 

the School of Oriental Studies in London, and former Collector of Dacca. Defendant’s witness, taken on commission) 

Expert Witness 3: Rahaab Allana (Curator, Alkazi Foundation for the Arts, New Delhi) as Percy Brown (Artist, Secretary and Curator of 

the Victoria Memorial Hall, Calcutta. Defendant’s witness No.8) 

Expert Witness 4: Ahona Palchaudhuri (to be filled) as Bawa Dharam Das (Defendant’s witness No 327) a rescuing sadhu and sub-

sequently guru of Plaintiff, Lt. Col. Owen A.R. Berkeley Hill (Plaintiff’s witness No. 932) Medical Superintendent of European Mental 

Hospital, Ranchi and J.E. Dhunjibhoy (Superintendent, Indian Mental Hospital, Ranchi.Defendant’s witness No.4) 

Expert Witness 5: Samina Luthfa (Sociologist and actor) as Bibhabati Debi (Defendant No. 1. Widow of the second Kumar of Bhawal)

Expert Witness 7: Oroon Das (Actor) and Arup Rahee as Kumar Ramendra Narayan Roy (Plaintiff) the second of the three Kumars, 

married to Bibhabati Debi.

Credits:

Direction and Dramaturgy: Zuleikha Chaudhari   
Additional texts in the script: Heiner Muller, Prayas Abhinav

Text Insertions: Aveek Sen

Petition: Nauriin Ahmed and Umer Aiman Khan

Photographs courtesy: The Alkazi Collection of Photography, New Delhi

Left: Photograph of Ramendra Narayan Roy (Plaintiff) in dhuti and coat taken by Edna Lorenz, Calcutta. 

[Evidence in the case of Ramendra Narayan Roy ‘Kumar of Bhawal’]. Right:  Photograph of the Second Kumar 

in dhuti and coat taken by P.W. 788 Mr Winterton. [Evidence in the case of Ramendra Narayan Roy ‘Kumar of 

Bhawal’]. Courtesy: The Alkazi Collection of Photography.
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BEARING POINT 3
AN AMPHIBIOUS SUN 

URSULA BIEMANN, NEHA CHOKSI, HO TZU NYEN, OMER WASIM AND SAIRA SHEIKH 

Neha Choksi: The Sun’s Rehearsal (2016), one image on wallpaper digitally generated by OmniCosm Studios; seven photographically 

generated images on wallpaper; freestanding wall with cutout; curtain; stage. Activated by performance and interaction in a work in 

collaboration with the dance artist Alice Cummins titled, In Memory of the Last Sunset. Installation view (2016) at Carriageworks for 

the 20th Biennale of Sydney. Created for the 20th Biennale of Sydney. Image courtesy of the artist and Project 88

The Bay of Bengal once supported an 

amphibious life. Water was not a force to 

keep at bay, but an entity to live with, and 

through. In Ursula Biemann’s film Deep 

Weather, mud connects the ends of the 

Earth: Alberta, Canada and the Sundarbans 

Delta of Bangladesh that has soaked in the 

sea of the Bay of Bengal for centuries. Mud 

complicates the relationship to liquid, which 

is no longer delineated, discrete. The attempt 

to extract oil from the muddy sands of Alberta 

by multinational corporations leads to massive 

displacement: of indigenous people in the 

e‡½vcmvM‡ii Rxeb GKmgq DfPi wQ‡jv| mgy‡`«i 
cvwb ïay mxgvbvB wba©viY Ki‡Zv bv, Zv wg‡k wQ‡jv 
Rxe‡bi mv‡_ IZ‡cªvZfv‡e| Dimyjv we‡qgv‡bi 
wbwg©Z wWc I‡q`vi Pjw”P‡Î Kv`vgvwUi gva¨‡g c…w_
exi `yB cªv‡šÍi ‡gjeÜb ‡`Lv‡bv n‡q‡Q| kZ eQi 
a‡i e‡½vcmvM‡ii ‡bvbv cvwb ï‡l ‡bqv my›`ieb 
Z_v DcK~jxq AÂj Ges KvbvWvi A¨vjev©U©v kn‡ii 
gv‡S eÜbwU GB Pjw”P‡Î ¯’vcbv Kiv n‡q‡Q| 
Kv`vi mv‡_ cvwbi m¤úK©Uv GKUy RwUj, wew”Qbœ 
Avevi Avjv`v KivI hvqbv| A¨vjev©U©vi Kv`vgvwU 
‡_‡K gvwëb¨kbvj ‡Kv¤úvwb¸‡jvi ‡Zj D‡Ëvj‡bi 
‡Póv KvbvWvi Av_vev¯‹vi Awaevmx‡`i wbR f~wg 

w`K wb‡`©kK 3
DfPi m~h©
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Athabasca basin in Canada, and of local 
populations in southern Bangladesh who have 
been transformed into climate refugees as a 
result of global warming. Only lines of sacks 
filled with mud stand between these people, 
and the sea that swells with rising global 
temperatures, as global capitalism churns the 
very insides of the earth to burn the remains 
of long-dead life forms. Rotating around the 
same sun, Canada and Bangladesh, as well as 
everywhere else on the globe, are linked by 
the oceans and atmospheres connecting them; 
a catastrophe on one hemisphere inevitably 

impacts the other. 

WATER KEPT CARESSING YOU, FOR 
YEARS/CENTURIES, CARVING YOU 
UP, EACH TIME EVER SO SLIGHTLY,  
TO LOVE YOU DEEPER.
Excerpt from Omer Wasim and Saira Sheikh The Impossibility of 

Loving a Stone (2017)

With colonialism came the attempted erasure 
of muddiness as condition – amorphous zones 
became hardened into coastlines; lines were 
even drawn in the muddy space between the 
human and the non-human. The time of stones, 
of tides, of swamp, of earth, became subsumed 
to the relentless measure of the clock. Omer 
Wasim and Saira Sheikh’s drawings and text 
in The Impossibility of Loving a Stone (2017) 
reconstitutes the human in geological time, 
where the present stretches back two million 
years – they soil the skin between the earth and 
us, slowly moving us like shifting mud through 
the present. The work situates the makers 
amidst the changing peripheries of the ocean. 
Once porous, continuous, the coastline—carved 
over millions of years by the love of water for 
land and stone—is ravaged, pushed out, to make 
room for concrete. This poetic work also has 
a biographical reference: Wasim’s father was 
a geologist born in Bangladesh. He lived there 

‡_‡K `~‡i m‡i ‡h‡Z eva¨ K‡i| Aciw`‡K, Rjevqy 
cwieZ©‡bi wkKvi n‡q evsjv‡`‡ki `w¶YvÂ‡ji 
Rb‡MvôxI wf‡UQvov n‡”Q| mgy‡`«i AvQ‡o cov 
‡XD Avi ‡jvKvj‡qi gv‡S ‡Kej Kv`v Avi evwj 
fwZ© e¯Ívi AvuKvevuKv jvBb, ‰ewk¦K DòZvq ax‡i 
ax‡i evo‡Z _vKv mgy‡`ªi D”PZv Qvov ‡mLv‡b Avi 
wKQyB ‡bB| ‰ewk¦K cyuwRev` c…w_exi eyK wP‡i nvRvi 
eQ‡ii myß _vKv m¤ú` Avni‡Yi d‡j m…wó n‡q‡Q 
GB cwiw¯’wZ| KvbvWv Ges evsjv‡`k GKB m~h©‡K 
wN‡i AvewZ©Z nq| GB `yB ‡`k, Z_v mgMÖ we‡k¦i 
gvbyl GB cwi‡ek Ges mgy`« Øviv G‡K Ac‡ii 
mv‡_ ms‡hvwRZ| ‡Kv‡bv GK ‡Mvjv‡ai« wech©q 
nIqv gv‡b, Aciw`KUv wVK GKBfv‡e AvµvšÍ 
nIqv|

‡Zvgvq Av‡iv Mfxifv‡e fv‡jvevm‡Z, Rj ‡Zvgvq 
‡mvnvM Ki‡Z _vKj, eûeQi/kZvãx a‡i, ‡Zvgvq 
KZ©b Ki‡Z _vKj, cªwZevi Aí Aí K‡i|
Igi Iqvwmg Ges mvBiv ‡k‡Li `v B¤úwmwewjwU Ad jvwfs Av ‡÷vb 

(GKwU cv_i‡K fvjevmevi Am¤¢eZvmg~n) (2017) ‡_‡K D×…Z Kiv| 

Jcwb‡e‡ki ïiy ‡_‡KB Kv`vgvwU‡K `~‡i mwi‡q 
ivLvi GKwU cªeYZv ‡`Lv hvq| mxgvbvnxb 
GjvKv¸‡jv k³ DcK~jxq GjvKvq iƒcvšÍwiZ nq| 
K`©gv³ GjvKv¸‡jv‡Z gvbe Ges A- gvbe‡K 
Avjv`v Kivi Rb¨ `vM ‡U‡b ‡`qv nq| c…w_exi ‡mB 
Rjvf~wg Avi cÖ¯_i hyM eZ©gv‡bi Aweivg Nwoi 
KvUvi gv‡S wgwj‡q ‡M‡Q| Igi Iqvwmg Ges mvBiv 
‡kL ‡mB f~ZvwË¡K mg‡q gvbyl‡K wdwi‡q wb‡q hvb, 
hv  cÖvq 20 j¶ eQi Av‡M| Zviv eZ©gvb mg‡qi 
c…w_ex Avi Avgv‡`i gv‡S cybivq Kv`vgvwU wdwi‡q 
Av‡bb| 
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until his family was pushed out in November 
1971—and has not been able to go back since. 

MECHANICALLY RE/MOVED
Excerpt from Omer Wasim and Saira Sheikh The Impossibility of 

Loving a Stone, 2017

Taking inspiration from a 19th century wood 

engraving, Ho Tzu Nyen restages the first 

recorded colonial encounter between a white 

man and a Malayan tiger in Singapore which 

occurred in 1835, harnessing CGI technology 

to bring the story into the 21st century. The 

wood engraving chronicles the story of 

George Dromgoole Coleman, at that time the 

Government Superintendent of Public Works 

in Singapore, who was surprised by a tiger who 

was determined to attack not Coleman and his 

entourage of convict laborers, but rather the 

theodolite, a surveying instrument they were 

using to inspect and record the unexplored 

forests of Singapore.

Post-colonial historians have noted that the 

imperial methods of data collection, through 

census reports, and land surveys, were directed 

at the control of the lands and bodies of 

subjugated populations. The creation of these 

data sets belied the complex inter-relationship 

between human and non-human inhabitants of 

a place. 

Village folklore from South and Southeast Asia 

describes a symbiotic relationship between 

humans and tigers, where tigers assume roles 

of ancestors, gods, protectors, and even 

estranged brothers of man. The powerful 

figure of the were-tiger, or a person who can 

become a tiger, and a tiger who can become 

a person and live in the village, points to 

the strong bond between man and animal. 

hvwš¿Kfv‡e AcmvwiZ/ PvwjZ
Igi Iqvwmg Ges mvBiv ‡k‡Li `v B¤úwmwewjwU Ad jvwfs Av 

‡÷vb (2017) ‡_‡K D×…Z Kiv| 

Jcwb‡e‡ki ïiæi w`‡K, 1835 mv‡j wm½vcy‡i 
me©cª_g ‡Kv‡bv ‡k¦Zv‡½i mv‡_ gvjq ev‡Ni 
mvgbvmvgwb nq| Dbwesk kZ‡Ki ‡Mvuovi w`‡Ki 
GB Mí ‡_‡K Aby‡cªiYv wb‡q wkíx ‡nv Ry ‡bb, 
wmwRAvB cªhyw³ e¨env‡ii gva¨‡g Zv cybivq Zy‡j 
a‡ib GKyk kZ‡K G‡m| MíwU RR© W«g‡Mvì 
‡Kvjg¨v‡bi, whwb ZrKvjxb wm½vcyi miKv‡ii 
MYc~Z© wefv‡Mi Kg©KZ©v wQ‡jb| evNwU ‡Kvjg¨vb 
Ges Zvi mv‡_ _vKv k«wgK‡`i Pg‡K w`‡qwQ‡jv 
wVKB, wKš‘ ‡mwUi g~j j¶¨ wQ‡jv Zv‡`i mv‡_ _
vKv mv‡f©i Rb¨ Avbv hš¿wU, hv Avbv n‡qwQ‡jv 
wm½vcy‡ii ARvbv eb mxgvbvi Rwi‡ci Kv‡R| 
Jcwb‡ek cieZ©x BwZnvmwe`iv D‡j L K‡i‡Qb 
‡h GB Av`gïgvwi, f~wg Rwi‡ci Kv‡Ri Rb¨ ‡h 
Z_¨ msMªn Kiv n‡Zv Zv mivmwi Zv‡`i Awab¯Í 
Rb‡Mvôxi Rwgi Dc‡i Kiv n‡Zv| GB Z_¨-
DcvË¸‡jv Ggbfv‡e ‰Zwi Kiv n‡Zv hv ‡Kv‡bv 
GKwU ¯’v‡bi gvbe Ges A-gvbe Awaevmx‡`i 
e¨vcv‡i mwVK Z_¨ enb Ki‡Zv bv| 

`w¶Y Ges `w¶Y-c~e© Gwkqvi Mªvg¸‡jvi DcK_
vq evN Ges gvby‡li gv‡S GKai‡Yi cvi¯úvwiK 
m¤ú‡K©i wPÎ dy‡U I‡V| Gme M‡í evN gvby‡li 
c~e©cyiyl, ‡`eZv, i¶K| GgbwK cwievi ‡_‡K 
wew”Qbœ fvB‡qi mv‡_I Zyjbv Kiv nq| ‡Kv‡bv 
ev‡Ni kw³kvjx iƒc, ‡Kv‡bv e¨w³ ‡h ev‡Ni iƒc 
aviY Ki‡Z cv‡i, A_ev ‡Kv‡bv evN ‡h wKbv 
Mªv‡gi gvby‡li iƒc aviY Ki‡Z cv‡i- GBme M‡íi 
gv‡S gvbyl Ges cªvYxi gv‡S GK ai‡Yi kw³kvjx 
eÜb Lyu‡R cvIqv hvq| GB Mí¸‡jvi mgmvgwqK 
ms¯‹iY¸‡jv A‡bK mgqB Jcwb‡ewkK ïgvwii 
g‡Zv ‡Kv‡bv GK wbw`©ó ¯’v‡bi ev‡Ni msL¨v Rvb‡Z 
Pvq| nviyi wcwmgvi g‡Zv Mí¸‡jvq my›`ieb Avi 
bvMvj¨v‡Ûi mvwi‡Pv Mªv‡gi Awaevmxiv DËi ‡`q, 
ÒKL‡bv 5, Avevi KL‡bv 6Ó, hv ï‡b ïgvwii 
‡jv‡Kiv Pg‡K hvq, KviY Mªvgevmxiv c‡iv¶fv‡e 
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Contemporary versions of these tales often 

use the trope of the colonial census taker who 

asks about the number of tigers in a particular 

area. In myths such as that of Haru’r Pishima 

(Haru’s Grandaunt) in the Sundarbans and of 

Tsaricho in Nagaland, the villagers respond 

“sometimes five, and sometimes six”, alluding to 

the presence of the were-tiger in their midst, to 

the bafflement of the census taker. Producing 

confusion through untranslatable knowledge 

becomes a weapon of resistance against 

colonial control.   

Introducing the were-tiger into Coleman’s story, 

Ho Tzu Nyen transforms the historical tiger 

attack into a metaphor for resistance against 

colonial exploitation of past and present; the 

Coleman of the 19th century morphs into 

today’s corporations that are exploiting nearly 

the same forests. The human, animal, spirit, and 

machine become entangled in the suspended 

moments of this haunting essay film. Ghosts 

and spirits can often move easily across lines 

drawn by man, and by transfiguring the agent of 

colonialism (Coleman), the tiger collapses the 

gap he attempts to create between man and 

nature. 

DOCUMENT AND THEORISE THE 
INTERACTION WITH AN INANIMATE 
OBJECT. DISCOVER THAT THE 
OBJECT HAS, IN FACT, THE 
POTENTIAL TO BE THE SUBJECT.
Excerpt from Omer Wasim and Saira Sheikh The Impossibility of 

Loving a Stone (2017)

Moving further away from the generation of 

knowledge as mere data, Neha Choksi turns 

her attention to the sun, both as planetary 

sustenance and a point of reference for 

dialogue across generations and within the self 

through multiple modes of narration. The artist’s 

obsession with the sun is related to her long-

gbyl¨-ev‡Ni Dcw¯’wZi K_v Rvbvb w`‡”Q| GB 
‡nuqvwj K_v¸‡jv Jcwb‡ewkK KZ…‡Z¡i wecix‡Z GK 
ai‡Yi iy‡L `vuov‡bvi Bw½Z|
‡Kvjg¨v‡bi mZ¨ NUbvq gbyl¨-ev‡Ni AvMgb NwU‡q 
‡nv Ry ‡bb HwZnvwmK ev‡Ni AvµgYwU‡K AZxZ 
Ges eZ©gv‡bi Jcwb‡ewkK KZ…‡Z¡i wecix‡Z 
GK ai‡Yi iy‡L `vuov‡bvi Dcgv wn‡m‡e e¨envi 
K‡i‡Qb| wZwb Dbwesk kZ‡Ki iƒcvšÍi NUvb 
eZ©gv‡bi K‡c©v‡iU ms¯‹…wZ‡Z, ‡hLv‡b AZx‡Zi 
eb¨ GjvKvi ‡kvlY GL‡bv envj i‡q‡Q| GB Mv 
QgQ‡g  cÖeÜ Pjw”P‡Î ‡_‡g _vKv mg‡qi gv‡S 
gvbyl,  cÖvYx, AvZ¥v, ‡PZbv, Ges ‡gwkb‡K GKmv‡_ 
K‡i‡Q| Akixix Ges AvZ¥v gvby‡li AvuKv ‡iLvi 
wfZi w`‡q Lye mn‡RB PjvPj Ki‡Z cv‡i| 
‡Kvjg¨v‡b‡K, whwb wKbv Jcwb‡e‡ki G‡R›U wn‡m‡e 
GLv‡b i‡q‡Q‡b, Zv‡K iƒcvšÍ‡ii gva¨‡g GwU gvbyl 
Avi  cÖK…wZi gv‡S ‡h `~iZ¡ ‰Zwi K‡i Zv ev‡Ni 
Kvi‡Y wgwj‡q hvq|
 GKwU Ro e¯‘i mv‡_ wg_w¯Œqv bw_e× Ki Ges 
gZev` MVb Ki| Avwe®‹vi Ki ‡h  cÖK…Zc‡¶ IB 
e¯‘wUi we‡aq ‡_‡K D‡Ïk¨ nIqvi m¤¢vebv Av‡Q|
Igi Iqvwmg Ges mvBiv ‡k‡Li `v B¤úwmwewjwU 
Ad jvwfs Av ‡÷vb (2017) ‡_‡K D×…Z Kiv|
wbQK Z‡_¨i Dci wfwË K‡i ÁvbPP©vi  cÖRb¥ ‡_‡K 
m‡i G‡m ‡bnv †Pvw· m~‡hi« w`‡K `…wó ‡divb| m~h© 
GKBmv‡_ ‡mŠi gÐ‡ji Ask, Avevi eû  cÖRb¥ 
a‡i P‡j Avmv Mí Avi KíK_vq wewfbœfv‡e D‡j-
¨L n‡q Avmv GKwU welq| wkíxi m~‡h©i  cÖwZ Zxeª 
AvKl©‡Yi ‡cQ‡b i‡q‡Q ïb¨Zv, ¶wZ, ¯§…wZ, Ges  
cÖK…wZi  cÖwZ Zvi eûw`‡bi AvMÖn| Zvi me©‡kl m~h© 
e›`bv wQ‡jv Gfwi KvBÛ Ad mvb (2017-18, hv 
mvwg‡U Zvi  cÖ_g GKK  cÖ`k©bx wn‡m‡e  cÖ`wk©Z 
n‡”Q| wKQy Av‡eM cÖeY K_v ‡mB GKB wk‡ivbv‡gi 
wb‡P ¯’vb ‡c‡q‡Q (2016 mv‡j eªyKwjb ‡iB‡j  
cÖ`wk©Z nq).

Ò cÖvqB ¯^cœUv ‡`wL| ‡QvU‡ejvi Avwg ¯‹yj ‡_‡K 
evmvq G‡m Qwe AvuKvi Rb¨ emZvg| Avwg m~‡hi« 
Qwe AvuKZvg| e‡·i  cÖwZwU iO e¨envi K‡i me 
iK‡gi m~h© AvuKZvg... isaby m~h©, dvucv m~h©, fxZy 
m~h©, bZyb m~h©, cwi¯‹vi m~h©, gqjv m~h©, hv`yi m~h©, 
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standing interests in absence, loss, memory and 

nature. Her latest salutation to the sun, Every 

Kind of Sun (2017-2018) debuts as a solo project 

at the Summit, bringing to life her emotional 

piece of short fiction, which starts:  

 “Now and then…I have a repeating dream of 
me as a child coming home from school and 
sitting down to draw. And I draw suns. I use 

every crayon in the box. I draw every type of 
sun…A rainbow sun, a hollow sun, a scared sun, 
a new sun, a neat sun, a dirty sun, a magic sun, 

a spinning sun, a poem sun, a danger sun, a 
boss sun, an open sun, a tired sun, a breathing 
sun, a clapping sun, a mirror sun, a funny sun, a 

sour sun.”

Neha Choksi 

Choksi invites ten Bangladeshi children to 

embody these dreams, drawing suns daily 

within the Bangladesh Shilpakala Academy, 

considering the multiplicity of the sun as a 

powerful magic orb and a cursed ball of fire, 

both energising and overheating life on earth. 

They consider the sun’s power from their point 

of view as children, but also from the vantage 

point of other human and non-human entities 

(such as a rock, the wind, or even a lizard). They 

also imagine how the sun might consider us 

within its dominion of power as it shines down 

on our planet.

 Venturing deeper into the fictive dream that 

inspires this work, the mother worries about 

the obsessive nature of her child’s drawings, 

and consults an ayurvedic doctor to interpret 

the meaning of these stacks of suns. Each day 

of the summit, Choksi invites a different adult 

professional to interact with the now-embodied 

dream child through the lens of their skillsets 

as an archaeologist or a meteorologist, among 

others. The psychological process of animating 

nature draws us back to our primal yearning 

to reconnect with the cosmos across species 

N~wY© m~h©, KweZvi m~h©, wec¾bK m~h©, em m~h©, ‡Lvjv 
m~h©, K¬všÍ m~h©, wbtk¦vm ‡bqv m~h©, nvZ Zvwj ‡`qv 
m~h©, Avqbvi m~h©, nvm‡Z _vKv m~h©, nvm¨Ki m~h©, gb 
Lvivc m~h©|Ò
‡bnv †Pvw·

†Pvw· 10 Rb evsjv‡`kx wkï‡`i Zvi ¯^‡cœi gv‡S 
wb‡q G‡m, m~‡hi« Qwe AvuK‡Z emvb  cÖwZw`b 
evsjv‡`k wkíKjv GKv‡Wwg‡Z| KviY kw³kvjx 
g¨vwRK ej wn‡m‡e Ges Awfkß Av¸‡bi ‡Mvjv 
wn‡m‡e m~‡h©i wfbœZv i‡q‡Q, hv mivmwi c…w_exi 
Dci c‡o Ges Zv‡K DZß K‡i| Zviv ïaygvÎ 
m~h©‡K ev”Pv‡`i `…wófw½ ‡_‡KB ‡`‡L bv, eis 
gvbexq Ges A-gvbexq (cv_i, evZvm, GgbwK 
wUKwUwK) `…wó‡KvY ‡_‡KI ‡`‡L _v‡K| ‡h‡nZy 
Avgv‡`i c…w_exi Dci GK ai‡Yi KZ…Z¡ i‡q‡Q, 
‡mw`K ‡_‡K m~h© ‡Kvb `…wófw½‡Z Avgv‡`i w`‡K 
‡`‡L ‡mwUI Zv‡`i wPšÍvq D‡V Avm‡Z cv‡i| 
‡Kv_v ‡_‡K Gai‡Yi ¯^‡cœi DrcwË n‡”Q Zv Rvbvi  
cÖej AvMÖ‡ni cvkvcvwk, AvuKvAvuwKi  cÖwZ ‡g‡qi 
A¯^vfvweK ‡SvuK †Pvw·i gv‡K fvwe‡q ‡Zv‡j| G‡Zv 
m~‡hi« A_© ‡ei Ki‡Z wZwb Avqy‡e©w`K Wv³v‡ii 
kiYvcbœ nb| ZvB mvwg‡Ui  cÖwZw`b, †Pvw· GKRb 
K‡i c~Y©eq¯‹ Kg©Rxex‡K Zvi ‡QvU‡ejvi mv‡_ 
cwiPq Kwi‡q ‡`qvi Rb¨ Avgš¿Y Rvbv‡”Qb| GB 
gvbyl¸‡jv  cÖZœZË¡we` ‡_‡K ïiy K‡i AvenvIqvwe`, 
‡h‡Kv‡bv ‡ckvq Kg©Rxex n‡Z cv‡i|  cÖK…wZ‡K 
Dc¯’vcb Kivi gvbywlK GB  cÖwµqvwU Avgv‡`i‡K 
wb‡q hvq m…wói G‡Kev‡i ïiy‡Z, hLb Avgv‡`i 
c~‡ei«  cÖvwbKyj AYy-cigvYy ‡_‡K m…wó n‡qwQ‡jv| 
AwZw_ wKD‡iUi wg‡jvfvb dv‡ibv‡Zv Ges 
evsjv‡`kx es‡kv™¢~Z ‰kwíK ‡bÎx iybv Bmjvg 
Av¸‡bi mÂvj‡bi gva¨‡g BÏyi AvZ¥v‡K ¯§iY 
K‡ib| A_ev ¯§iY K‡ib mwµq Av‡MœqwMwi 
÷«g‡evwj AvBj¨vÛ ‡hLv‡b wdiyw”P AvU© U«v‡ói 
fjK¨v‡bv G·U«vf¨vMvÄv AbywôZ n‡qwQ‡jv| XvKvq 
‡Kv‡bv Av‡MœqwMwi ‡bB| wKš‘ Zvic‡iI XvKv, 
÷ªg‡evwj, Ges mgMÖ c…w_ex GKwU µgvMZ EaŸ©gyLx 
Pv‡ci gv‡S i‡q‡Q| wVK K‡e Ges wKfv‡e Gi 
we‡ùviYwU NU‡e? ‡UvUvj Avbv‡÷«v‡dm (m¤úyY© 



60

and generations as we morph from atoms into 

beings and back.

Also channeling fire, guest curator Milovan 

Farronato and Bangladesh-born artistic leader 

Runa Islam conjure the spirit of Iddu, or the 

active and moody volcano of the island of 

Stromboli that hosts the Fiorucci Art Trust’s 

annual Volcano Extravaganza festival. There 

are no volcanos in Dhaka, however Dhaka and 

Stromboli, and indeed the rest of the world, are 

all in a state of rising/accumulating pressure 

(be it climactic or political); the question is not 

when but how will this compression burst? Total 

Anastrophes, the first international iteration of 

the Volcano Extravaganza invokes themes of 

isolation and distance; memory and mysticism; 

cosmic energy and the violence of nature; 

improvisation and theatre (Pg. 401).

ITS EXPERIENCES, ROOTED IN 
SHIFTING HORIZONS, DO NOT 
SUBSCRIBE TO THE ARTIFICE OF 
PATRIARCHAL LINEARITY AND 
POLARITY.
Excerpt from Omer Wasim and Saira Sheikh The Impossibility of 

Loving a Stone, 2017

Climatic shifts create the need to invent hybrid 

tools to register and investigate these changes – 

changes created by humans and natural forces 

pushing the earth into a state of planetary 

urgency. Bangladesh occupies a unique position 

in these shifting horizons, as ground zero for the 

impact of rising sea levels as the whole country 

is a delta. Experts estimate that by 2050, 

Bangladesh will have 30 million climate change 

refugees. Through workshops, conversation and 

interventions in the Education Pavilion, the DAS 

seeks create a platform for interdisciplinary 

methodologies that will be required to produce 

forms of knowledge that can effectively address 

DjUcvjU), me© cÖ_g AvšÍR©vwZK fjK¨v‡bv 
G·U«vf¨vMvÄvi  cybt cÖ`k©bxi welqe¯yÍ n‡”Q 
wew”QbœZv Ges `~iZ¡; ¯§…wZ Ges AZxw›`ªqev`; 
gnvRvMwZK kw³ Ges  cÖK…wZi wns¯ªZv; D™¢veb 
Ges w_‡qUvi| 

wcZ…Zvwš¿K Ges AvwacZ¨ev`x Av`k©¸‡jv‡K GKN‡i 
Ki‡Z hv wKQyB e¨_© n‡e Zv A¸i“Z¡c~Y©, aŸsm cÖvß 
Ges KZ©…Z¡ Av‡cvm Kiv n‡q‡Q e‡j we‡ewPZ n‡e| 
Igi Iqvwmg Ges mvBiv ‡k‡Li `v B¤úwmwewjwU Ad jvwfs Av 

‡÷vb (2017) ‡_‡K D×…Z Kiv|

Rjevqy cwieZ©‡bi Kvi‡Y nvBweªW hš¿ D™¢ve‡bi  
cÖ‡qvRbxqZv ‡e‡o ‡M‡Q, hvi gva¨‡g GB 
cwieZ©b¸‡jv Uy‡K ivLv Avi Gi KviY¸‡jv Lyu‡R 
‡ei Kiv hvq| gvbyl Ges  cÖK…wZ `y‡UvB GB 
cwieZ©‡bi ‡cQ‡b f~wgKv cvjb K‡i‡Q| Rjevqy 
cwieZ©‡bi Ges mgy‡`«i D”PZv e…w×i mivmwi ewj 
wn‡m‡e GB  cwiewZ©Z cwiw¯’wZ‡Z evsjv‡`‡k 
MÖvDÛ wR‡iv Gi gZ ‡kvPbxq Ae¯’v‡b i‡q‡Q| 
we‡klÁ‡`i g‡Z, 2050 mvj bvMv` Rjevqy 
cwieZ©‡bi Kvi‡Y evsjv‡`‡k  cÖvq 20 ‡KvwU gvbyl 
NiQvov n‡e|  cÖwk¶Y, Av‡jvPbv, Ges GWy‡Kkb 
c¨vwfwjq‡bi B›Uvi‡fbk‡bi gva¨‡g XvKv AvU© 
mvwgU AvšÍtwelqK  cÖwµqvi Rb¨ GKwU gva¨g m…
wó Kivi  cÖ‡Póvq Av‡Q, ‡hLv‡b Rjevqy cwieZ©‡bi 
welqwU mwVKfv‡e Zy‡j aivi  cÖqvkI AšÍf©y³| 
KvDwÝ‡ji Kg©kvjv- ‡gRvwis DB_ Av ‡e›U w÷K- 
G Rjevqy cwieZ©b cwigvc Kivi aviYv,c×wZ wb‡q 
Av‡jvPbv, Ges wewfbœ ‡ckv Ges wel‡qi we‡klÁiv 
GB ‰ewk¦K welq Zy‡j ai‡Qb| 
bvwej Avn‡g` Ges B›Uvi‡ cÖU ‡ cÖv‡R± WvUv 
gvBwbs –Gi cybtmgš^‡qi  cÖ‡Póv  Ki‡Qb| WvUv 
gvBwbs-‡K wZwb KvD›Uvi mviwfwj‡qÝ wn‡m‡e 
‰ewk¦K KZ…Z¡, hvi Kvi‡Y Avgv‡`i MÖn wech©‡qi 
w`‡K GwM‡q hv‡”Q, Zvi weiy‡× e¨envi Kivi ‡Póvq 
wb‡qvwRZ|   
wKD‡iUi Gfwjb D_vwi‡Pi Kg©kvjv bZyb  cÖ×wZ 
Avwe®‹vi Ki‡Z ‡kLv‡”Qb hv  wk‡íi gva¨‡g  cÖK…wZ 
Ges ev¯Íe Avjv`vfv‡e wPb‡Z ‡kLv‡e| 
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climate change. Council’s workshop and 

ongoing inquiry, Measuring With A Bent Stick, 

(See pg 423) calls to question the ideology of 

the instruments we use to generate data on 

climate change, assembling experts from a 

variety of fields to complicate our modes of 

understanding this global phenomenon. The 

workshop convened by TBA21-Academy and 

the INTERPRT project, led by Nabil Ahmed, 

Shahidul Alam, and Hureara Jabeen and 

other collaborators will use spatial and media 

practice as tools for visualizing and bringing to 

the foreground specific environment related 

conflicts, inequalities and disputes from the 

vantage point of Bangladesh (See pg. 427).  

Curator Eveline Wüthrich’s workshop seeks to 

invent ways through which art might be used to 

address nature differently (see pg. 431).  Within 

the scope of the Talks Programme, TBA-21 

Academy organises a talk with artists, scholars 

and curators, Rising Oceans and Conflicts: From 

Bangladesh to a Planetary Scale, speaking 

to the connection between human violence 

and planetary pressures. As Ursula Biemann’s 

film shows, far corners of the earth become 

implicated in each other’s futures: dangerous 

states of muddiness connect the Sundarbans 

and Alberta, while simultaneously creating a 

need for new climatic solidarities between 

ecologically vulnerable spaces, such as between 

Bangladesh and the Pacific Islands. 

This Bearing Point registers the urgency to 

invent modes of becoming-together across 

species and elements, while also orienting 

ourselves towards thinking about how artistic 

and curatorial practice. Large-scale exhibition-

making formats, including the Dhaka Art 

Summit, will need to evolve to adapt to a 

gradually sinking planet. 

 wUweG21 GKv‡Wwg wkíx, wPšÍvwe`, Ges 
wKD‡iUi‡`i gv‡S gZwewbg‡qi GKwU ‡mkbI 
‡i‡L‡Q| e³viv ivBwRs Ikvb A¨vÛ Kbwd¬±mt d«g 
evsjv‡`k Uy Av c ̈v‡bUvwi ‡¯‹j wel‡q gbyl¨ wnsMÖZv 
Ges MÖnMZ Pv‡ci gv‡S ms‡hvM wb‡q Av‡jvPbv 
Ki‡Qb| 

Dimyjv we‡qgv‡bi Pjw”PÎ  cÖ`k©bx‡Z ‡`L‡Z 
cvIqv hv‡e wKfv‡e c…w_exi `yB  cÖvšÍ G‡K A‡b¨i 
fwel¨‡Zi Dci  cÖfve we¯Ívi K‡i| fqven K`©gv³ 
Ae¯’v my›`ieb Ges A¨vjevU©v‡K GKmv‡_ mshy³ 
K‡i, Avevi  cÖK…wZKfv‡e `ye©j evsjv‡`‡ki mv‡_  
cÖkvšÍ gnvmvMixq Øxc¸‡jvi GKwU åvZ… cÖwZg 
m¤ú‡K©i m…wó K‡i| 

w`K wb‡`©kK mKj  cÖRvwZ Ges Dcv`vb wbwe©‡k‡l 
me GKmv‡_ GKvZ¥Zv  cÖKv‡ki Dci ‡Rvi 
w`‡q‡Q| cvkvcvwk Avgv‡`i‡K ‰kwíK wPšÍvi w`‡KI 
AMÖmi n‡Z mvnvh¨ K‡i| XvKv AvU© mvwg‡Ui g‡Zv 
eo Av‡qvRb¸‡jv ax‡i ax‡i wbgw¾Z n‡Z _vKv 
c…w_exi mv‡_ Lvc LvB‡q ‡bqv wk‡L Ges wkwL‡q 
‡b‡e| 

Omer Wasim and Saira Sheikh: The Impossibility of Loving a 

Stone. 5069, 2017 (detail), archival inject prints. Image courtesy 

of Omer Wasim. 
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HO TZU NYEN 
(b. 1976, Singapore, lives in works in Singapore)

Ho Tzu Nyen works primarily in film, video, and 

performance. Often favouring the essay film 

format, his work complicates the relationship 

between fiction and non-fiction, excavating 

and constructing the entangled histories of 

colonialism in Asia, particularly of Singapore, 

and human-non-human interfaces, where man, 

spirit and animal exist together. He appropriates 

the structures of epic myths, invoking their 

grandeur while revealing them to be not merely 

stories, but discursive tools. Tzu Nyen studied 

BA Creative Arts at the Victorian College of 

the Arts, University of Melbourne, graduating in 

2001, and an MA in Southeast Asian Studies at 

the National University of Singapore, graduating 

in 2007. Tzu Nyen’s selected solo exhibitions 

include: The Critical Dictionary of Southeast 

Asia Volume 1: G for Ghost(writer), Asia Art 

Ho Tzu Nyen: Film still, 2 or 3 Tigers (2015), 2-channel CGI video, 10-channel sound. Courtesy of the artist and Edoouard 

Malingue Gallery.  

‡nv Ry ‡bb
(Rb¥t 1976, wm½vcyi; emevm Ges Kg©¯’j, wm½vcyi) 

‡nv Ry ‡bb Pjw”PÎ, wfwWI, Ges Awfbq wb‡q 
KvR K‡ib| ‡ewkifvM ‡¶‡ÎB Zvi KvR  cÖvewÜK 
Pjw”PÎ AbymiY K‡i| Gwkqv‡Z, we‡kl K‡i 
wm½vcy‡i Jcwb‡ewkK BwZnvm ‡Nu‡U wZwb wdKkb 
Ges bb-wdKk‡bi gv‡S m¤úK©Uv‡K LUg‡U K‡i 
‡Zv‡jb, ‡hLv‡b gvbyl, AvZ¥v, Ges  cÖvYx GKmv‡_ 
emevm K‡i| wZwb ‡cŠivwYK KíKvwnbx¸‡jv Zvi 
Kv‡Ri DcKiY wn‡m‡e wb‡q G‡m  cÖgvY K‡i‡Qb 
‡h Gme Kvwnbx ïay KvwnbxB bq, eis Zvi ‡P‡qI 
A‡bK ‡ewk wKQy| wZwb 2001 mv‡j BDwbfvwm©wU 
Ad ‡gj‡ev‡bi« wf‡±vwiqvb K‡jR Ad AvU©m 
‡_‡K wµ‡qwUf AvU©‡m mœvZK K‡ib Ges 2007 
mv‡j b¨vkbvj BDwbfvwm©wU Ad wm½vcyi ‡_‡K 
mvD_B÷ Gwkqvb ÷vwW‡Ri Dci mœvZ‡KvËi jvf 
K‡ib| Ry ‡b‡bi D‡j ̈L‡hvM¨ wKQy GKK  cÖ`k©bxi 
gv‡S i‡q‡Qt `v wµwUKvj wWKkbvwi Ad mvD_
B÷ Gwkqv fwjDg 1: wR di ‡Mv÷ (‡jLK)| 
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Archive, Hong Kong (2017); The Cloud of 

Unknowing, Guggenheim Museum Bilbao, Spain 

(2015); MAM Project #16, Mori Art Museum, 

Tokyo (2012); EARTH, Artspace, Sydney (2011). 

Significant group exhibitions include: 2 or 3 

Tigers, Haus der Kulturen der Welt, Berlin 

(2017); Autonomous Zones, Times Museum, 

Guangzhou, China (2013); No Soul for Sale, Tate 

Modern, London (2010); and the 6th Asia Pacific 

Triennial, Queensland Art Gallery, Brisbane 

(2009).  He represented Singapore at the 54th 

Venice Biennale in 2011.

OMER WASIM AND  SAIRA SHEIKH 
OMER WASIM 
(b. 1988, Karachi lives and works, 
Karachi) 

SAIRA SHEIKH 
(b. 1975, Karachi, d. 2017 in Karachi)

Omer Wasim and 
Saira Sheikh produced 
collaborative work that 
dwelled on fictional 
and factual readings 
of collected and 
constructed images and 
objects; in an attempt 
to provide witness, to 
challenge, and/or disrupt 
unitary or binary readings 
of human ecologies, 
consumption, value, 
and labour. Solo shows 
of their collective work 
include: Optics of Labour, 
Koel Gallery, Karachi, 
Pakistan (2017); The Impossibility of Loving a 
Stone, IVS Gallery, Karachi, Pakistan (2017), and 
24.8615 N 067.0099 E, Canvas Gallery, Karachi, 
Pakistan (2016).  Collaborativley they have also 
participated in the Karachi Biennale (KB17), 
Karachi, Pakistan (2017), Taqseem, Koel Gallery, 
Karachi, Pakistan (2017); Artist Statement, CICA 

Omer Wasim and Saira Sheikh: The Impossibility of 

Loving a Stone. 5069, 2017 (Detail below)| Archival inject 

prints, edition of 3, 2 AP. Image courtesy of Omer Wasim. 

Gwkqv AvU© AvK©vBf, ns Ks (2017); `v K¬vDW 
Ad Avb‡bvwqs, ¸‡Mb‡nBg wgDwRqvg wejevI, 
‡¯úb (2015); GgGGg ‡ cÖv‡R± #16, ‡gvwi AvU© 
wgDwRqvg, ‡UvwKI (2012); Av_©, AvU©‡¯úm, wmWwb 
(2011)| Zvi D‡j ̈L‡hvM¨ wKQy ‡hŠ_  cÖ`k©bxi 
gv‡S i‡q‡Qt Uy Ai w_« UvBMvm©, nm ‡` KyjZy‡ib ‡` 
I‡qjZ, evwj©b (2017); A‡Uvbgvm ‡Rvbm, UvBgm 
wgDwRqvg, ¸qvsRy, Pxb (2013); ‡bv ‡mvj di 
‡mj, ‡UU gWvb©, jÛb (2010); Ges 6Zg Gwkqv 
c¨vwmwdK U«vB‡qwbqvj, KyBÝj¨vÛ AvU© M¨vjvwi, 
we«m‡eb (2009)| 2011 mv‡j wZwb 54Zg ‡fwbm 
we‡qbv‡j‡Z wm½vcy‡ii  cÖwZwbwaZ¡ K‡ib| 

Igi Iqvwmg Ges mvBiv ‡kL 
Igi Iqvwmg (Rb¥t 1988, KivwP; emevm Ges Kg©¯’j, KivwP, 

cvwK¯Ívb) 

mvBiv ‡kBL (Rb¥t 1975, KivwP; 

g…Z¨yt 2017, KivwP, cvwK¯Ívb)

Igvi Iqvwmg Ges mvBiv 
‡kL ‡hŠ_fv‡e KvíwbK Ges 
ev¯Íe wb‡q KvR K‡i‡Qb| 
iƒcK_v, KíKvwnbxi mv‡_ 
ev¯Íe wPÎ Ges e¯Íi wgj 
NwU‡q Zv‡`i Kv‡Ri gva¨‡g 
GK Ab¨iKg ev¯ÍeZvi m…
wó K‡i‡Qb| Gi gva¨‡g 
Zviv GKK ev hyM¥fv‡e P‡j 
Avmv gvbexq ev¯Íms¯’vb, 
wbt‡klY, g~j¨ Ges k«‡gi 
aviYv¸‡jv‡K P¨v‡jÄ 
K‡i| Zv‡`i ‡hŠ_ Kv‡Ri 
GKK  cÖ`k©bx¸‡jv n‡jvt 
AcwU· Ad ‡jevi, ‡Kv‡qj 

M¨vjvwi, KivwP, cvwK¯Ívb (2017); `v B¤úwmwewjwU 
Ad jvwfs Av ‡÷vb, AvBwfGm M¨vjvwi, KivwP, 
cvwK¯Ívb (2017), Ges 24.8615b067.0099B, 
K¨vbfvm M¨vjvwi, KivwP, cvwK¯Ívb (2016)| ‡hŠ_
fv‡e Zviv KivwP we‡qbv‡j (‡Kwe17), KivwP, 
cvwK¯Ívb (2017); ZvKwmg, ‡Kv‡qj M¨vjvwi, 
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Museum, Gimpo, South Korea (2016); and the 
Cairo Video Festival, Cairo, Egypt (2016). 

Omer Wasim has a BFA in Interdisciplinary 
Sculpture and an MA in Critical Studies from 
the Maryland Institute College of Art (MICA), 
Baltimore, Maryland. He has been a lecturer at 
the Indus Valley School of Art and Architecture 
since 2014. 

Saira Sheikh earned a BFA from the National 
College of Arts (NCA), Lahore, Punjab, and 
an EdM from Teachers College, Columbia 
University, New York, and taught at the Indus 
Valley School of Art and Architecture, Karachi 

until her untimely death in 2017. 

KivwP, cvwK¯Ívb (2017); AvwU©÷ ‡÷U‡g›U, 
wmAvBwmG wgDwRqvg, wM‡¤úv, mvD_ ‡Kvwiqv 
(2016); Ges Kvq‡iv wfwWI ‡dw÷fvj, Kvq‡iv, 
wgki (2016) ‡Z AskMÖnY K‡ib| 
Igvi Iqvwmg g¨vwij¨vÛ BÝwUwUDU K‡jR Ad 
AvU© (GgAvBwmG), evwë‡gvi, g¨vwij¨vÛ ‡_‡K 
B›UviwWwmwc bvwi ¯‹víPv‡ii Dci mœvZK Ges 
wµwUKvj ÷vwW‡Ri Dc‡i mœvZ‡KvËi wWwMÖ jvf 
K‡ib| wZwb KivwPi B›`ym f¨vwj ¯‹yj Ad AvU© 
A¨vÛ AvwK©‡UKPv‡i 2014 mvj ‡_‡K wk¶KZv 
K‡ib| 

mvBiv ‡kBL jv‡nv‡ii cvÄve b¨vkbvj K‡jR Ad 
AvU©m (GbwmG) ‡_‡K Pvi“Kjvq mœvZK Ges wbD 
Bq‡Ki« K‡jvw¤^qv BDwbfvwm©wUi wUPvm© K‡jR ‡_‡K 
GgGW K‡ib| 2017 mv‡j Amg‡q g…Z¨yeiY Kivi 
AvM ch©šÍ wZwb KivwPi B›`ym f¨vwj ¯‹yj Ad AvU© 
A¨vÛ AvwK©‡UKPv‡i wk¶KZv K‡ib| 

Omer Wasim and Saira Sheikh: The Impossibility of Loving a Stone. 5069 (2017) (detail) archival inject prints. Courtesy of Omer 

Wasim.  
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Ursula Biemann: still from Deep Weather (2013), HD video, 9 min. Courtesy of the artist.  

URSULA BIEMANN 
(born 1955, Zurich; lives and works, Zurich, Switzerland)  

Ursula Biemann is an artist, writer, and video 
essayist. Her artistic practice is strongly 
research oriented and involves fieldwork 
in remote locations where she investigates 
climate change and the ecologies of oil, ice 
and water. She works her findings into multi-
layered videos by connecting the micropolitics 
on the ground with a theoretical macro level, 
proposing a reflexive exploration of planetary 
and videographic organisation. Ursula Biemann 
received her BFA from the School of Visual 
Arts, New York in 1986,  pursued post-graduate 
studies at the Whitney Independent Study 
Programme (ISP) in New York, and has taught 
at the Zurich University of the Arts. Her work 
has been included in international film festivals 
and exhibitions, including: the Sharjah Biennale 
(2017); Bienal de São Paulo, Brazil (2016); 
Biennial Thessaloniki, Thessaloniki (2015); Rights 
of Nature: Art and Ecology in the Americas, 
Nottingham Contemporary (2015); and the 
Gwangju Biennale, South Korea (2008). 

Dimyjv we‡qgvb
(Rb¥t 1955, RywiL; emevm Ges Kg©¯’j, RywiL, myBRvij¨vÛ) 
Dimyjv we‡qgvb GKBmv‡_ GKRb wkíx, ‡jLK, 
Ges cÖvewÜK wPÎ wbg©vZv| Zvi ‡ewkifvM KvR 
M‡elYvjä, hv cÖZ¨šÍ AÂ‡j cÖPyi gvVch©v‡qi 
Kv‡Ri dmj| Zvi M‡elYvi g~j welqe¯Í n‡jv 
Rjevqy cwieZ©b Ges ‡Zj, eid, Ges cvwbi 
ev¯Íyms¯’vb| Zvi M‡elYvi gZvgZ¸‡jv wZwb eû-
¯Íi wewkó wfwWI‡Z Zy‡j a‡ib, ‡hLv‡b ¶y`ª 
wPšÍv¸‡jv `xN© ZwË¡q ch©v‡q Av‡jvPbv Kiv nq| 
Dimyjv we‡qgvb 1986 mv‡j wbD Bq‡K©i ¯‹yj Ad 
wfRyqvj AvU©m ‡_‡K PviyKjvq mb¥vb wWwMÖ jvf 
K‡ib| cieZ©x‡Z wZwb ûBUwb B‡Û‡cb‡W›U ÷vwW 
‡cÖvMÖvg (AvBGmwc), wbD BqK© ‡_‡K D”PZi wWwMÖ 
jvf K‡ib| wZwb RywiL BDwbfvwm©wU‡Z Av‡U©i 
wk¶KZv Kivb| Zvi KvR¸‡jv AvšÍR©vwZK Pjw”PÎ  
cÖ`k©bxmn wewfbœ  cÖ`k©bx‡Z ¯’vb K‡i wb‡q‡Q| Zvi 
gv‡S D‡j ̈L‡hvM¨t `v kviRvn we‡qbv‡j (2017); 
we‡qbvj ‡` mvI cvI‡jv, eªvwRj (2016); 
evB‡qwbqvj ‡_mv‡jvwbwK, ‡_mv‡jvwbwK (2015), 
ivBUm Ad ‡bPvit AvU© A¨vÛ B‡Kv‡jvwR Bb `v 
Av‡gwiKvm, bwUsn¨vg Kb‡U‡¤úvivwi (2015), Ges 
¸qvsRy we‡qbv‡j, mvD_ ‡Kvwiqv (2008)| 
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NEHA CHOKSI
(b. 1973, lives and works, Mumbai,  

and Los Angeles)

Neha Choksi stages simple yet memorable sit-

uations to create poetic, absurd and psycho-

logically engaging works in performance, video, 

sculpture, photo, sound and hybrid installa-

tions. Her work explores how we experience 

and acknowledge absence, loss, and transfor-

mation in material, temporal and psychological 

terms while opening up space for absurdity, hu-

mor, and surprise. Her work has been shown at 

Manchester Art Gallery (solo, 2017); the 20th 

Sydney Biennale (commission, 2016); the Dha-

ka Art Summit (2016); Hayward Gallery Project 

Space, London (solo, 2015); Kochi-Muziris Bien-

nale (2014); Asia Pacific Triennial (2012); and the 

10th Venice Architecture Biennale (2006).  She 

was awarded the India Today 2017 Award for 

the Best New Media Artist of the Year and the 

designation of 2017/2018 Cultural Trailblazer by 

the Department of Cultural Affairs, Los Angeles. 

She is on the editorial board of the Los Ange-

les-based arts journal, X-TRA.

‡bnv ‡Pvw· 
(Rb¥t 1973, gvwK©b hy³ivó«; emevm Ges Kg©¯’j, gy¤^vB, fviZ 

Ges jm A¨v‡Äjm, gvwK©b hy³ivó«) 
‡bnv ‡Pvw· Lye mvaviY wKš‘ g‡b `vM KvUvi g‡Zv 
Kvwe¨K, A™¢yZ, Ges gvbywlKfv‡e ms‡hvM ¯’vcb 
Kiv hvq Ggb KvR¸‡jv Awfbq, wfwWI, fv¯‹h©, 
Qwe, kã, Ges nvBweªW BÝU‡jk‡bi gva¨‡g 
dywU‡q ‡Zv‡jb| Zvi Kv‡Ri g~j welq n‡jv A™¢yZ, 
nvm¨im, Ges Pg‡K ‡`qvi gva¨‡g wKfv‡e Avgiv 
Abycw¯’wZ, ¶wZ, ‡Kv‡bv e¯ÍyMZ cwieZ©b, ¶Y¯’vqxZ¡ 
Ges gvbywlK welq¸‡jv Abyaveb Kwi, Zvi GKwU 
wPÎ Zy‡j aiv| Zvi KvR¸‡jv  cÖ`wk©Z nqt 
g¨vb‡P÷vi AvU© M¨vjvwi (GKK, 2017); `v 20Zg 
wmWwb we‡qbv‡j (Kwgkb, 2016); `v XvKv AvU© 
mvwgU (2016); ‡nIqvW© M¨vjvwi ‡ cÖv‡R± ‡¯úm, 
jÛb, (GKK, 2015); ‡KvwP gywRwim we‡qbv‡j 
(2014); Gwkqv c¨vwmwdK U«vB‡qwbqvj (2012); 
Ges 10g ‡fwbm AvwK©‡UKPvi we‡qbv‡j (2006)| 
wZwb 2017 mv‡j ‡miv wbD wgwWqv AvwU©÷ wn‡m‡e 
BwÛqv Uy‡W ‡_‡K c`K jvf K‡ib| cvkvcvwk, jm 
A¨v‡Äj‡mi wWcvU©‡g›U Ad KvjPvivj A¨v‡dqvm© 
‡_‡K 2017-18 mv‡ji Rb¨ KvjPvivj ‡U«Bj‡e-
Rvi c`ex jvf K‡ib| wZwb jm A¨v‡Äj‡mi Rvb©vj 
G·U«v‡Z m¤úv`Kxq ‡ev‡W©i m`m¨ wn‡m‡e `vwq‡Z¡ 
Av‡Qb| 

Neha Choksi: Left and Above: In memory of the last sunset. All images courtesy of the artist and Project 88. 
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EVERY KIND OF SUN (2018)
by Neha Choksi
Featuring (in order of appearence)

Shama Ahmed, Samiya Ahmed Selim, Zuneira Hussain, Palki Ahmad, Rida Ayat Aman, 
Nirmalya Kumar, Siyara Ayat Aman, Mehruz Munir, Inaya Areesha Huq, Amaya Tanisha Huq, 

Ashna Choudhary, Shahaar Selim, Ashique Selim, Amado Karim, Abbas Hussein, 
Afreen Amarah Zaman, Agnese Barolo-Rizvi, Zayan Bari, Swadhin Sen, Atreyee Ahsan and

Reetu Sattar

INSTALLATION WITH LIVE INTERACTION
Interactions from 1-2pm and 6:30-7:30pm: 1st Floor Lobby with additional opening day interaction 

1 - 2 PM.

FRIDAY – 2 FEBRUARY
10AM Shama Ahmed (10) 

1PM Climate Scientist, Samiya Ahmed Selim

3PM Zuneira Hussain (11) 

6.30PM Folk Singer / UNDP, Palki Ahmad

SATURDAY – 3 FEBRUARY
3:30PM Rida Ayat Aman (9) 

6.30PM Art Collector and Business Strategist, 

Nirmalya Kumar

SUNDAY – 4 FEBRUARY
3:30PM Siyara Ayat Aman (7)

6.30PM  Therapist, Ashna Choudhary

 

MONDAY – 5 FEBRUARY
3:30PM Inaya Areesha Huq (7.5), Amaya 

Tanisha Huq (9)

6.30PM Fashion Designer, Mehruz Munir

TUESDAY – 6 FEBRUARY
3PM Shahaar Selim (12)

6.30PM Psychiatrist, Dr. Ashique Selim

WEDNESDAY – 7 FEBRUARY
3:30PM Amado Karim (11)

6.30PM Pilot, Abbas Hussein

THURSDAY – 8 FEBRUARY
3:30PM  Afreen Amarah Zaman (12)

6.30PM Life Coach, Agnese Barolo-Rizvi

FRIDAY – 9 FEBRUARY
3:30PM Zayan Bari (7)

6:30PM Archaeologist, Swadhin Sen

SATURDAY – 10 FEBRUARY
3:30PM Atreyee Ahsan (12)

6.30PM Theater Actor, Director, Performer,  

Reetu Sattar
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(Top to Bottom) Neha Choksi: Collage created by Neha Choksi. Original drawing by Zuneira Hussein. Satellite image of the 

Sunderbans delta in Bangladesh.  Collage created by Neha Choksi. Original drawings by Atreyee Ahsan, Zuneira Hussein, and 

Shama Ahmed. Satellite image of the Sunderbans delta in Bangladesh.
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BEARING POINT 4
THERE ONCE WAS  
A VILLAGE HERE

AMIN TAASHA, AYESHA JATOI, GAURI GILL AND RAJESH VANGAD, HITMAN GURUNG, HTEIN LIN, JAKKAI SIRIBUTR, 
JOYDEB ROAJA, KANAK CHANPA CHAKMA, KHADIM ALI, MINAM APANG, 

MUNEM WASIF, NILIMA SHEIKH, PRABHAKAR PACHPUTE, PABLO BARTHOLOMEW, RAMESH MARIO NITHIYENDRAN, 
RAQIB SHAW, WITH ABANINDRANATH TAGORE, UTAGAWA HIROSHIGE, UTAGAWA KUNIYOSHI,

SHAHID SAJJAD, SOE YU NWE, SONIA JABBAR, VEER MUNSHI 

Kashmir Danaë (After Gossaert) (2017), acrylic liner, enamel and rhinestone on birchwood. Photographed by 

Ben Westoby. Courtesy White Cube, London, Hong Kong. Copyright Raqib Shaw. 

w`K wb‡`©kK 4
GKwU MÖvg wQj GLv‡b
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Borders are the most imaginary of 
all territories. But, then, people are 

imaginative. India as we know it shares 
borders with six other states. Seven, 
if you believe in Tibet. Eleven, if you 

count the stretches of water that 
divide the Indian archipelagos from 

the Maldives, Sri Lanka, Thailand, and 
[Indonesia]. Twelve, if you accept India’s 
wishful image of an undivided Kashmir 

stretching up to the Pamir panhandle in 
Afghanistan. 

Kai Friese, ‘Marginalia’, Transition 90, 2001, 
pp 4–291

Dhaka Art Summit was born out of a need to 

carve out a space to consider Bangladesh, as 

well as its South Asian neighbours, outside of an 

India/Pakistan dominated narrative. DAS enters 

its fourth edition fast and hard on the back of 

2017, which was celebrated in South Asia as 

the 70th anniversary of Indian and Pakistani 

independence. From the United Kingdom, it 

was celebrated as the “70th anniversary of 

the partition of British India,” memorialised 

through art exhibitions and conferences 

across the country.   These activities served 

to further obscure Bangladesh within this 

cultural discourse, overlooking that Bangladesh 

was a de-facto colony of Pakistan from 1947-

1971. The British created Pakistan with East 

and West wings by focusing on their common 

majority religion, Islam, ignoring the plurality 

1Sonal Khullar:Everyday Partitions, Third Text (2017).

2DAS is not a nationalistic project and it never intended to 

add Bangladesh as a “third nation with cultural wealth” to 

the “India/Pakistan” discourse, but rather to create a space to 

consider culture outside of nation building agendas. To this end, 

no artist is asked to represent any country, and while we did 

away with country specific exhibitions in DAS 2014, we found 

it timely given the 2017 environment to invite Sharmini Pereira 

to develop “One Hundred Thousand Small Tales” to provide a 

space where artists from Sri Lanka could chronicle the many 

narratives, episodes and accounts of what has taken place in Sri 

Lanka during its recent history through their artistic output.

mKj GjvKv‡¶‡Îi gv‡S mxgvšÍ‡iLvB me‡P‡q 
KvíwbK| Z‡e ZviciI, gvbylivI KíbvcÖeY| 
Rvbvg‡Z fviZ Av‡iv QqwU iv‡R¨i mv‡_ mxgvšÍ 
fvMvfvwM K‡i| wZeŸZ we‡ePbv Ki‡j mvZ| 

GMv‡iv, hw` fviZxq ØxccyÄ¸‡jv‡K gvjØxc, k«x 
jsKv, _vBj¨vÛ Ges mygvÎv n‡Z wef³Kvix we¯Í…Z 
mgy`«‡K MYbvq aiv nq| AvdMvwb¯Ív‡bi cvgxi 

c¨vbn¨vÛj ch©šÍ we¯Í…Z fviZxq Awfjvlx fvebvq 
Awef³ Kvk¥xi‡K hy³ Ki‡j msL¨vwU `vovq 

ev‡iv‡Z|
*KvB d«vBR&, ÔgviwRbvwjqvÕ U«vbwRkb 90, 2001, c…t 4-291

fviZ/cvwK¯Ívb Aaxb¯’ avivi evB‡i G‡m evsjv‡`k 
I Zvi `w¶Y Gkxq  cÖwZ‡ekx‡`i `„wó‡MvP‡i Avbvi 
D‡Ï‡k¨ XvKv AvU© mvwgU Gi Rb¥ nq| 2017 
mv‡ji ‡k‡li w`‡K wWGGm Gi PZy_© GwWk‡b 
cÖ‡ek K‡i, ‡h eQiwU D`hvwcZ nq 70Zg fviZxq 
I cvwK¯Ívwb ¯^vaxbZvi mvj wn‡m‡e (A_ev wbK 
‡gwig¨vb Gi fvlvq, ÔweªwUk BwÛqv wefw³i 70Zg 
RqšÍx); GB Dcj‡ÿ wewfbœ wkí  cÖ`k©bx Ges 
m‡¤§jb mgMÖ hy³iv‡R¨ AbywôZ n‡q Avm‡Q| GB 
Kvh©µg¸‡jv evsjv‡`k‡K mvs¯‹…wZK cÖv½‡b Av‡iv 
‰ewkó¨nxb K‡i Zzj‡Q; 1947 ‡_‡K 1971 ch©šÍ 
evsjv‡`k ‡h cvwK¯Ív‡bi Jcwb‡ewkK wn‡m‡e wQj 
Zv m¤ú~Y©iƒ‡c Gwo‡q hvIqv nq| weªwUkiv c~e© 
I cwðg cvwK¯Ívb fvM K‡iwQ‡jv Bmjvg a‡g©i 
msL¨v MwiôZvi wfwË‡Z, hw`I Bmjv‡gi PP©vq 
Dcw¯’Z eûZ¡ev` Ges cvkvcvwk MÖvgxY AvPvi I 
PP©vq, we‡klZ evsjv‡`kx AvaywbK wk‡í (‡hgbt 
evsjv‡`‡ki c‡njv ‰ekvL) ‡eŠ× I wn›`ya‡g©i 
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found in Islam’s cultures of worship, as well as 

the vast cultural contributions that Buddhism 

and Hinduism lent to Bengal. The plurality of 

cultural influences in rural Bengal is reflected 

in much of Bangladeshi modern art, including 

Rashid Choudhury’s vibrant tapestries found 

in Cosmin Costinas’s exhibition A beast, a 

god, and a line (See pg. 269). The name Bangla 

Desh means the land where people speak the 

language Bangla (Bengali), and linguistic lines 

offer far more room for cultural diversity than 

religious ones do. However, this name hides the 

fact that there are 40 other languages spoken 

within the territory of Bangladesh, as attested 

to by the Bangladesh International Language 

Institute located next door to DAS’s venue. 

As we began to formulate DAS 2018, we 

thought, if Bangladesh feels excluded, who 

else might feel excluded when we use big 

national terms like Afghanistan, Bangladesh, 

India, Myanmar, Nepal, Pakistan, Sri Lanka, and 

Thailand, otherwise known as the birth places 

of the artists present in this Bearing Point?  

There Once was a Village Here considers 

what anthropologist Jason Cons describes as 

“sensitive spaces” – spaces that challenge ideas 

of nation, state, and territory where cultures 

exist that do not fit the image that the state 

has for itself – and spaces, which like many 

villages, are razed with its people forced to 

succumb to the state, subdue to its needs, 

and submit to the domination of majority 

forces.  Oral tradition is a weapon that shields 

the social fabric of a village when its people 

are dislocated and its physical infrastructure 

destroyed. While this “weapon” weakens 

over time, it remains the indelible bond that 

keeps these formidable communities together 

across the vagaries of time. We celebrate 

wecyj mvs¯‹…wZK ‡h Ae`vb i‡q‡Q- G welqwU 
Gwo‡q hvIqv nq wefw³i mgq| Kmwgb K÷xbvi 
GKwU cï, GK ‡`eZv, I GKwU ‡iLv wk‡ivbv‡gi 
cÖ`k©bx‡Z Zy‡j aiv evsjv‡`kx AvaywbK wkíx ikx` 
‡PŠayixi ¯ú›`bkxj U¨v‡c÷«x¸‡jv MÖvg¨ ‡jvKms¯‹…
wZ‡Z eûZ¡ev‡`i cÖfve wb‡q K_v e‡j, hv kZvãx 
a‡i wewfbœ ag©xq m¤cÖ`vq¸‡jvi Abyiƒc HKZv‡b m…
ó| evsjv‡`k bv‡gi A_© n‡”Q ‡h ‡`‡ki gvbyl evsjv 
fvlvq K_v e‡j, Ges GLv‡b fvlvZ‡Z¡i ‡¶‡Î 
eûZ¡ev`‡K a‡g©i ‡P‡q ‡ekx ¯’vb ‡`qv m¤¢e| hw`I, 
bvgwU Avov‡j ‡d‡j ‡`q wWGGm ‡fby¨i cv‡kB 
Aew¯’Z evsjv‡`k AvšÍR©vwZK fvlv Bbw÷wUD‡Ui 
m‡iRwg‡b cÖKvwkZ GB GjvKvq ejv Av‡iv 40wUi 
gZ fvlv‡K| 

wWGGm 2018 Av‡qvR‡bi m~PbvKv‡j Avgv‡`i 
gv_vq wPšÍv Avm‡jv, hw` evsjv‡`k wew”Qbœ Abyfe 
K‡i, Zvn‡j GB w`K wb‡`©k‡K  D‡jøwLZ wkíx‡`i 
Rb¥¯’vb wn‡m‡e hLb bvg D‡jøL Kiv n‡e, ‡hgbt 
evsjv‡`k; fviZ; cvwK¯Ívb; _vBj¨vÛ; wgqvbgvi; 
AvdMvwb¯Ívb Ges kÖxjsKv, ZLb wK Avi ‡KD 
wb‡R‡`i ewnf©~Z g‡b Ki‡e? GKwU MÖvg wQj GLv‡b  
†mB mKj ¯’vb‡K †e‡Q wb‡q‡Q, hv wKbv b…weÁvbx 
‡Rmb Kbm&Õi fvl¨g‡Z ÔÔms‡e`bkxj ‡¶ÎÕÕ - †m 
mKj RvwZ, ivó«, Ges GjvKv ‡hLv‡b ms¯‹…wZ I 
mvgwMÖK fveg~wZ©i ‡gjeÜb ‡bB- Ges ‡mmKj MÖvg 
I GjvKvi gvbyl, hviv ivóª I Gi cÖ‡qvR‡bi Kv‡Q 
civ¯¿ Ges msL¨vMwiôZvi Kv‡Q bZ n‡Z n‡q‡Q| 
ZviciI, GKUv MÖv‡gi m¤cÖ`vq ¯’vbPyZ¨ wKsev 
Gi ¯’vcbv¸‡jv webó n‡q ‡M‡jI mvgvwRK eybb 
cÖvq A¶ZB _v‡K| `w¶b Gwkqvi wkíxiv eû hyM 
a‡i GB ms‡e`bkxj ‡¶Î¸‡jvi ¯^c‡¶ KvR K‡i 
hv‡”Qb, ‡hgb wkív ¸ßvi eûj  cÖkswmZ wQUgnj 
KvRwU me©cÖ_g wWGGm 2014- G wbiƒwcZ; hw`I 
GB w`K wb‡`©kK GB Avw½‡K c…_Kfv‡e f~wgKv 
cvjb K‡i‡Q- GLv‡b AvšÍR©vwZKfv‡e ¯^xK…Z Ges 
‡hvMv‡hvMm¤úbœ wkíx‡`i  cÖePb Gi Dci `…wócvZ 
Kivi e`‡j msL¨vjNy m¤cÖ`v‡qi wkíx‡`i K_v 
ejvi ¯’vb ‡`q, hv‡`i ‡ekxifvMB Av‡M KLbB 
‡Kvb eo AvšÍR©vwZK wkí  cÖ`k©bx‡Z AskMÖnb 
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these “sovereign words” in the 2018 edition of 

the Critical Writing Ensembles, conceived by 

Katya Garcia-Anton and produced with Office 

for Contemporary Art Norway and Artspace 

Sydney (See pg 439) . Artists from South Asia 

have been advocating for “sensitive spaces” 

for decades, such as Shilpa Gupta’s widely 

acclaimed chitmahal series that was first 

realised at DAS 2014. However this Bearing 

Point differs in approach; rather than reinforcing 

the careers of internationally acclaimed and 

highly networked artists, it provides a space for 

artists from “sensitive spaces” to join into these 

networks and to speak for themselves, and 

several of them have never exhibited in a major 

international art exhibition before. 

Connected to this mode of thinking, we 

invited the contribution of Vali Mahlouji and 

the Archaeology of the Final Decade, which 

identifies, investigates, and re-circulates 

significant cultural materials that have remained 

obscured or have even been destroyed (See pg. 

145). Iran has deep historical ties to South Asia, 

and was included in the Asian Art Biennales 

of Bangladesh as Bangladesh considered Iran 

to be a part of Asia. Current geopolitics have 

shifted Iran out of Asia and into “the Middle 

East.” Like the Festival of Art, Shiraz-Persepolis 

(1967-77) that Mahlouji investigates and animates 

in his exhibition A Utopian Stage, Dhaka Art 

Summit aims to look for inspiration looking 

South and East, connecting people “below the 

levels where differences appear.” 2

THE HALF-INCH HIMALAYAS 2 
Raqib Shaw opens this Bearing Point with an 

opulent commissioned solo project (co-curated 

by me along with Dr. Maria Balshaw, Director, 

Tate, as well as the artist) that features two 

of his recent intricate enamel painted self-

K‡iwb|

`¨v nvd&-BÂ wngvjvqvm&
ivwKe k Gi gwngvwš^Z wkíK‡g©i GKK cÖ`k©bx 
w`‡q GB  w`K wb‡`©kK wUi ïiæ (GB cÖ`k©bxwU ‡UU 
ÔGi cwiPvjK W. gvwiqv evj‡kv, wkíx wb‡R Ges 
Avwg wKD‡iU K‡iwQ)| Zvi `y‡Uv Gbv‡gj i‡Oi 
‡mj&d-‡cv‡U©ªU Gi cUf~wg Ges  cÖvPzh©c~Y© AšÍignj 
Kvk¥x‡ii ‡kv‡K ‡gvov Zvi ¯§…wZ¸‡jv Av‡iv 
¯úóZ dy‡U I‡V| Zvi Rb¥ KjKvZvi GK gymwjg 
cwiev‡i, eo n‡q‡Qb Kvk¥x‡i (‡hLv‡b ‡eŠ×, ‰ke 
I gymwjg wPšÍvaviv GKxf~Z nq) Ges c‡o‡Qb 
GKwU L…÷vb ¯‹y‡j wn›`y wk¶K‡`i Kv‡Q; Kvk¥x‡ii 
ms¯‹…wZi gv‡S ‡e‡o IVvi dj¯^iƒc Zvi wk‡íi 
g~‡jI i‡q‡Q eûZ¡ev` I wfbœZvi D`hvcbv hv 
gymwjg I wn›`y ‡gŠjev`xiv aŸsm K‡i w`‡Z Pvq| 
LyuwUbvwU mKj wel‡q mZK© g‡bv‡hvM w`‡q k bvUKxq 
GK cwiw¯’wZi m…wó K‡ib; hv‡K ‡i‡bmvu ¯’vcZ¨, 
Rvcvwb gy`ªY( hv Aebx›`«bv_ VvKyimn evsjvi A‡bK 
wkíx‡K Aby‡ cÖwiZ K‡i‡Q) Ges wn›`y g~wZ©wk‡íi 
mswgkÖ‡b ‰Zwi PgrKvi KvR ejv hvq| GB RwUj 
I KvíwbK ‡¶Î Ry‡o Dc¯’vwcZ ‡cŠivwYK, 
‡`eZv, cÖvYx Ges gvby‡li cig cybti~cvqb Øviv 
wkíx GKRb Jcwb‡ekxK bvMwiK wn‡m‡e wb‡Ri 
Abyaveb e¨³ K‡i‡Qb Ges cÖvP¨ I cvðvZ¨avivq 
wfbœ wfbœ ivR‰bwZK, wj½MZ I Abyf~wZ msµvšÍ 
AwfmwÜ‡Z Gwkqavivi cÖevn NUvb| kÕi wkíK‡g©i 
e¯ÍyMZ ‡mŠ›`h© `k©K‡K AvKwl©Z K‡i Ges GKB 
mv‡_ wns¯ªZvi iƒc `~‡i †V‡j †`q| Kvk¥xi `vbvB 
(2017) ‡Z Zz‡j aiv Kvk¥x‡ii `vevbj w`‡q MÖxK 
‡cŠivwYK ‡`eZvi ‡mvbvwj AkÖæ‡K cÖwZ¯’vcb g~jZ 
wkíxi Kíbvi dmj, ‡hLv‡b wZwb GK mgvwa `kvq 
wb‡R‡K Lyu‡R cvb|

kÕi ¯^cœ`…k¨ ‡_‡K ‡ewi‡q Kvk¥x‡ii ‡Kvb 
Rbgvbenxb `…k¨c‡U RjšÍ GK wn›`y evwo ‡`Lv 
hvq hv Kvk¥xi `vbvBÕi fqenZvi ¯§…wZevnK| Kwe 
iYwRr ‡nvm‡KvU Gi cÖwZ Awfev`‡b exi gybwkÕi 
‰Zwi jxfm& jvBK n¨vÛm& Ad& ‡d¬g (2010) bv‡gi 
`yB P¨v‡b‡ji wfwWIwU‡Z kÖxbM‡i Kvk¥xwi cwÛ‡Zi 

2This subtitle is drawn from the title of a book of poems by the 

late Kashmiri poet Agha Shahid Ali. 
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portraits, which mourn the Kashmir of his 

memory that shape the backgrounds and rich 

interiors of the paintings. Born in Calcutta to 

Muslim parents, raised in Kashmir (a territory 

where Buddhist, Islamic, Shaivite, and Sufi 

thought converge), and educated by Hindu 

teachers at a Christian school, celebration of 

plurality and difference is core to the artist’s 

work and to the Kashmiri culture that Islamic 

and Hindu fundamentalism strives to quash. 

Shaw’s meticulous attention to detail creates a 

surface of theatrical extravagance that draws 

on Renaissance architecture, 19th century 

Japanese prints by the masters Hiroshige 

and Kuniyoshi (which inspired many artists in 

Bengal such as Abanindranath Tagore, who 

also features in this presentation) and Hindu 

iconography. This complexly imagined space 

is populated by extreme re-workings of myths, 

gods, animals and humans as fantasies of 

excess through which the artist considers his 

own status as post-colonial subject and plays 

back “the oriental” to both West and East for 

very different political, sexual and emotional 

purposes. Shaw’s work draws you in with its 

material beauty, and then repels you with 

images of violence. In Kashmir Danaë (After 

Gossaert) (2017), the fire from the destruction 

of Kashmir in the landscape replaces Zeus’s 

golden teardrops from the Greek myth, 

impregnating the imagination of the artist, 

himself depicted in a state of rapture. 

Walking out of Shaw’s dreamscape, we 

encounter a more desolate landscape of 

a burning Hindu pandit house in Kashmir, 

reminiscent of the violence in Kashmir Danaë. 

Veer Munshi’s two-channel video, Leaves Like 

Hands of Flame (2010), a nod to the words 

of poet Ranjit Hoskote, juxtaposes images 

of the burnt-out houses of Kashmiri pundits 

cyo‡Z _vKv N‡ii wPÎ I Zylv‡ii ‡fZi w`‡q 
Kó K‡i ‡nu‡U hvIqvi `…k¨ cvkvcvwk Dc¯’vwcZ 
n‡q‡Q| 1990 mv‡ji w`‡K mv¤cÖ`vwqK D‡ËRbv e…
w× cvIqvq wn›`y Kvk¥xwi‡`i ‡Rv‡ii gy‡L cÖ¯’vb Ges 
Kvk¥xi f¨vwj ‡_‡K Kg©m~‡Î gybwkÕi bqv w`wjø hvÎv 
GKB mg‡qi NUbv | eZ©gv‡b Kvk¥xi c…w_exi g‡a¨ 
me©vwaK mvgwiKvwqZ GjvKv¸‡jvi GKwU; Kvk¥xwi 
cwÛZ‡`i wbe©vm‡bi bwRi e¨envi K‡i fviZ 
Kvk¥x‡ii ¯^vaxbZvKvgx D‡ËwRZ RbM‡Yi weiæ‡× 
`gbg~jK I wbôyi Kg©KvÛ‡K b¨vh¨Zv cÖ`vb K‡i| 
cwi‡k‡l 2008 mv‡j wb‡Ri f~wg‡Z wdi‡Z ‡c‡i 
gybwk GB Awe¯§iYxq Zvrch©‡K ivR‰bwZK gybvdvi 
Avovj ‡_‡K D×vi Kivi ‡Póv K‡ib| 

GKB AvšÍt‡`kxq Av‡›`vj‡bi mv‡_ RwoZ wQ‡jb 
wgbvg Avcvs; AiæYvPj cÖ‡`‡k wbR kni ‡_‡K 
fvi‡Zi cwðg K~jeZ©x ‡Mvqv‡Z Zvi ¯’vbvšÍi, 
DËic~e© fviZ ‡_‡K AZ¨vPvix mvgwiK kvmb 
Ges Kg©ms¯’v‡bi Afv‡e j¶ j¶ ZiæY gvby‡li 
ejc~e©K ‡`kvšÍ‡iiB cÖwZwe¤^| 1958 mvj n‡Z 
Kvk¥ximn wngvj‡qi DËic~e© ivR¨¸‡jvi Dci 
fviZxq miKvi Avg©W& ‡dv‡m©m& A¨v± (‡¯úkvj 
cvIqvim&) Av‡ivc K‡i Avm‡Q, ‡h AvB‡bi 
gva¨‡g Zviv wKQy wew”QbœZvev`x DcRvwZ ‡Mvôx I 
cvkvcvwk Px‡bi `vweK…Z GB GjvKvwU‡Z wb`©q 
I `gbg~jK Acv‡ikb cwiPvjbv K‡i| GB 
AvBbwU mvgwiK Kg©KZ©v‡`i wbh©vZb I al©Ymn 
hy×vciv‡ai ‡dŠR`vwi gvgjv ‡_‡K Avovj K‡i; 
hvi avivevwnKZv ‡`Lv hvq mvwgU ÕGi Av‡iK ¯’v‡b 
hgw_sMjv ivBfyÕi Kg©Kv‡Û| Kvc‡o AvcvsÕi Kiv 
µy× KvVKqjvi m~bxcyY Wªwqs¸‡jv GB `ytLRbK 
Aven‡K cÖvq ‡cŠivwYK Av`‡j wPwÎZ K‡i| c…w_exi 
A¶‡K SyuwK‡q, mgy`ª ‡hb cvnv‡oi wekvjZvi ‡Kvb 
Ae‡iva- GUv ‡hb AiæYvPj  cÖ‡`‡ki `v½vgq 
cwiw¯’wZiB ‡Kvb wPÎvqb, ‡hLv‡b fviZ I Px‡bi 
`vwe Zv‡`i cvnvo-‡Pov mvgwiK wµqvq cÖZxqgvb; 
cÖK…wZi jvj‡b Pj‡Z _vKv wPivPwiZ Avw`evmx 
Rxehvcb ‡hb GK Dc”Qvqvq cwiYZ nq|



76

3Census of India. 2011

in Srinagar, with a video of the artist walking 

laboriously through the snow. Munshi’s 

departure from the Kashmir Valley to work 

in New Delhi coincided with the forced mass 

exodus of Kashmiri Hindus due to rising 

communal tensions in the 1990s.  The Kashmir 

valley is one of the most militarised zones in 

the world today and the Indian government 

has often been accused of using the trauma 

of exiled Kashmiri pundits to justify cruel 

measures of repression against those agitating 

for an independent Kashmir. Finally able 

to return home in 2008, Munshi attempts 

to reclaim this trauma beyond its cynical 

deployment for political gain, creating a slow, 

contemplative space where from to imagine 

modes of living with difficult histories as he 

walks through the desolate snowy landscape to 

the home he once inhabited, now in ruins. 

Participating in a similar cross-country 

movement3, Minam Apang shifted from her 

hometown in Arunachal Pradesh to Goa on 

the west coast of India, mirroring the migration 

of large numbers of young people  from the 

Northeastern states of India, who are forced to 

leave due to the oppressive military presence 

rampant in the region and the consequent lack 

of employment opportunities. Since 1958, the 

Indian government has used the Armed Forces 

(Special Powers) Act, imposed across the seven 

Himalayan Northeastern states and Kashmir, 

to conduct brutal repressive operations in a 

territory claimed by indigenous separatists 

as well as by China. This act also shields 

military personnel from criminal prosecution 

for war crimes, including torture and rape, as 

chronicled elsewhere in the summit in the work 

bxwjgv ‡kL GKwU H›`ªRvwjK RMZ m…wó K‡ib 
‡hLv‡b b`x¸‡jv ‡evbv i‡q‡Q Ges cvZv¸‡jv 14 
kZvãxi Kvwk¥ix mvay Ges inm¨gq Kwe jvj ‡`` 
Gi ‡mŠa¸‡jv ‡X‡K ‡i‡L‡Q, hvi fvL (‡gŠwLK 
KweZvmgMÖ) ag©xq MwÛi evB‡i Kvk¥xwi cwiP‡qi 
GKUv ¸iæZ¡cyY© ¯’vb a‡i ‡i‡L‡Q| Gwå bvBU 
cyU Kvk¥xi Bb BDi wW«gm& wk‡ivbv‡gi ‡cBw›Us 
msKj‡bi Ask nj KÝUªvKkb mvBU (2009-
10)| GwU Kvk¥xwi Kwe AvNv knx` Avjxi cÖwZ 
GKwU m¤§vbbv Ges Zv mvs¯‹…wZK BwZnv‡mi 
¯Íimg~n cix¶v K‡i Kvk¥xwi f~L‡Ûi aviYv ‡`q| 
Kvwk¥ix eybb Avi ‡evev i‡O AvuKv‡bv QwewUi m¤§y‡L 
Avgiv ‡`L‡Z cvB GKUv kn‡ii aŸsmve‡kl Gi 
Awaevmx‡`i Øviv cybivq wbwg©Z n‡”Q, hv fvi‡Zi 
kÖxbMi `L‡ji bwRi; G‡¶‡Î fviZxq Ges 
cvi‡k¨i wgwb‡qPvi wPÎ n‡Z wewfbœ wPÎY e¨eüZ 
n‡q‡Q ‡hgbt wenRv` Gi, KÝU«vKkvb Ad `¨v 
‡dvU© LvfvibvK, A_ev eveibvgv (eve‡ii ¯§…wZ) 
n‡Z PvievN Gi ¯’vcbv (PvifvMx evMvb)| 
BwZnvm ‡_‡K ‡bqv wKQy iPbvi mvnv‡h¨ wZwb 
G¸‡jv GK‡Î ‡ev‡bb, ‡hgbt Kvk¥xwi Mí‡jLK 
KvjnvbvÕi 12 kZvãxi ivRvZiwObx ‡hwU mv‡e©v‡fŠg 
weªwUk BwZnvmwe`‡`i g‡Z `w¶Y Gwkqvq Zv‡`i 
wbqgwe`¨v msewjZ GKgvÎ iPbv Ges jvj ‡`` Gi 
KweZvi D×…Zvsk| BwZnv‡mi e…Ëv‡šÍi Avbv ev¯ÍweK 
cwieZ©b aviv Av‡jvPbv Ki‡Z cªvPxb cyuw_i iƒc 
e¨envi K‡i wZwb evsjvi cUwPÎ ‡cBw›UswUi GKwU 
wZh©K iƒc ‡U‡b Av‡bb|

‡k‡Li g‡bvgy»Ki cyuw_i ‡cQ‡b bvbvb AvKvi AvK…
wZi GKMv`v mv`v Kvco ‡bwZ‡q c‡o Av‡Q| 
Kvco¸‡jv bvix cyil cwi‡k‡l me eqmx gvbyl‡`i 
Rb¨| Kv‡Q GwM‡q ‡M‡j Kvc‡oi ¯Í~c µgkt Kg‡Z 
_v‡K Ges ‡`Lv hvq Av‡qkv Rv‡ZvB A_ev Zvi 
‡Kvb cÖwkw¶Z Kg©x cªwZwU Kvco‡K fvR Ki‡Q 
Ges cÖ`k©bx ¯’v‡b Rgv Ki‡Q| ‡kvK cÖKv‡k `w¶b 
Gwkqvi wewfbœ ms¯‹…wZ‡Z kehvÎvq mv`v is civ 
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of Zamthingla Ruivah (See pg. 314). Apang’s 

savage yet delicate charcoal drawings on cloth 

register this trauma, reimagining them at an 

almost-mythical scale. The sea seems to lay 

siege to the mountain, tilting the axis of the 

world – alluding to the conflicted landscape of 

Arunachal Pradesh, claimed by both India and 

China. The conflict between these two states 

leaves little room for the many indigenous 

communities living in this territory. Several of 

these groups adhere to animist beliefs deeply 

tied to nature, and their lives and faith become 

entangled in this conflict as these “super-

powers” both slice into the mountains to further 

their military agendas.

Nilima Sheikh creates an almost magical 

universe where rivers are woven and leaves 

clothe the towering figure of Lal Ded, the 14th 

century Kashmiri saint and mystical poet whose 

vakh (spoken poems) occupy a significant 

space in the construction of a Kashmiri identity 

across religious lines. Construction Site (2009-

2010), part of suite of paintings entitled Every 

Night Put Kashmir In Your Dreams – a tribute 

to the work of Kashmiri poet Agha Shahid Ali 

– examines the layers of cultural history that 

produce an idea of the landscape of Kashmir. 

On the front of the painting, we see a broken 

city, alluding to the Indian army’s occupation 

of Srinagar, being reconstructed by its citizens 

– using imagery drawn from Indian and Persian 

miniatures, such as the Construction of the 

Fort Khavarnaq by Bihzad, or the laying of 

the charbagh (four-quartered garden) in the 

Baburnama (Memoirs of Babur), which she 

renders in the muted colours of Kashmiri 

textiles. She weaves these together with 

texts from historical sources such as Kashmir 

chronicler Kalhana’s 12th century Rajatarangini, 

nq| Rv‡ZvB‡qi †iwmwWD(2016-18) AwbwðZ 
mg‡qi GKwU iƒcK cÖKvk hv eb©bv K‡i ‡Kvb 
e¯Íyi A_ev ‡Kvb gvby‡li fvjevmvi Aewkóvs‡ki 
gy‡Q ‡djv, A‡c¶v, ARvbv‡K Rvbvi ‡Póvt hv wKbv 
nvwi‡q ‡M‡Q|

mgvR‡K Òwbqš¿‡bÓ ivLvi Ab¨Zg wbôyi GKwU cš’v 
n‡”Q ‡Rvic~e©K wbiæ‡ÏkKi‡bi Abykxjb| GKwU 
cwievi Zvi wcÖqRb RxweZ wK¤^v g…Z- bv ‡R‡b 
DrKÉvq w`b KvUvq Ges Zv‡`i ‡diZ Avmv‡K 
fv‡M¨i nv‡Z ‡Q‡o w`‡Z eva¨ nq| G‡mvwm‡qkb 
Ad c¨v‡i›Um Ad wWmGc¨v‡qivW cvimbm& 
Abymv‡i- 1989 mv‡j fviZxq AvB‡bi weiæ‡× 
¯^vaxbZv Av‡›`vjb mk¯¿ Av‡›`vj‡b iƒcvšÍi nIqv 
‡_‡K GLb ch©šÍ R¤§y Kvk¥x‡i AvU nvRvi ‡_‡K 
`k nvRvi ‡Rvic~e©K wbiæ‡ÏkKib ‡Km wi‡cvU© 
Kiv n‡q‡Q| wPÎwkíx Ges gvbevwaKvi Kg©x 
‡mvwbqv ReŸv‡ii exfrm wØ-gyLx PjwPÎ MÖ¨v‡›UW 
AvÛvi wdqvi (2009) mv‡_ e¨vM cvBc Gi welbœ 
AvIqv‡Ri mv‡_ GKwU wgwjUvwi c¨v‡i‡W PjšÍ Avwg© 
ey‡Ui fxwZKi AvIqvR‡K cvkvcvwk ‡i‡L evev, 
gv, ‡evb, fvB Zv‡`i wbiæ‡Ïk ¯^R‡bi Qwe wb‡q 
`vuwo‡q Av‡Q Ggb `…k¨ Dc¯’vcb K‡i | GwU Kvk¥xi 
I Ab¨vb¨ Ôms‡e`bkxj ‡¶ÎÕ‡Z mvgwiK kvm‡bi 
cÖwZev‡` GKwU mgv‡jvPbvg~jK Ae¯’vb| 
wPÎvqb  cÖwZev‡`i Ask n‡q `vuovq hLb ivó« 
Ges Ab¨vb¨ `vwqZ¡evbiv B”QvK…Zfv‡e wbw`©ó ‡Kvb 
m¤cÖ`vq‡K D‡c¶v K‡i A_ev ‡kvlY K‡i| wnUgvb 
¸iæs Gi w`m& BR& gvB ‡nvg, gvB j¨vÛ, GÛ gvB 
Kvw›U« (2015) `w¶Y ‡bcv‡ji ‡ZivB GjvKvi _viæ 
m¤cÖ`vq I miKv‡ii weev`gq BwZnv‡mi eb©bv| 
c…w_exi Ab¨vb¨ As‡ki AvÂwjK gvbyl‡`i gZB 
_viæ m¤cÖ`vq‡K mg AwaKvi Ges Dc¯’vc‡b ewÂZ 
Kiv n‡q‡Q| djkÖæwZ‡Z Rb¥ n‡q‡Q my`~icÖmvix 
Av‡›`vjb Ges ¯^vaxbZvi `vex| ¸iæs GK¸”Q 
Qwe‡Z cwiPq-cÎ a‡i _vKv Ae¯’vq m¤cÖ`v‡qi 
wKQy m`m¨‡K Dc¯’vcb K‡ib hv‡`i gyL e¨v‡Û‡R 
‡gvov‡bv; kbv³ Kivi ciI ¯^xK…wZ Rvbv‡Z iv‡ó«i 
Awb”Qv‡KB Zv wPwÎZ K‡i|



78

which Imperial British historians held to be 

the only pre-colonial text produced in South 

Asia consistent with their idea of historical 

methodology, and excerpts from Lal Ded’s 

poetry. Sheikh’s expansive use of washes pays 

tribute to the adoption of the technique by 

Abanindranath Tagore, whose pan-Asian vision 

imagined a modernity oriented eastwards. 

Using the form of the scroll, an oblique 

reference to Chinese scroll paintings and the 

patachitra painting of Bengal, she argues for the 

performativity of the narration of history. 

Wilting behind Sheikh’s magnificent scroll lies 

a large mound of white garments of all shapes 

and sizes and for all ages and genders. Looking 

cloosely, the pile begins to slowly disappear as 

the artist Ayesha Jatoi slowly takes each piece 

of clothing and folds and stacks all of them 

within the exhibition space. White is the colour 

of mourning worn to funerals in many cultures 

of South Asia, and Jatoi’s performance Residue 

(2016-18) is a metaphorically burdened act in 

uncertain times of putting away the remnants 

of love, of longing; trying to make sense of the 

senseless: of what, or who, has been lost. 

One of the cruelest ways of keeping society 

“under control” is through the practice of 

enforced disappearances, where a family lives 

in suspense not knowing whether their loved 

one is alive or dead, and forced into submission 

in hopes of bringing them back. According to 

the Association of Parents of Disappeared 

Persons, around 8,000 to 10,000 cases of 

enforced disappearances have been reported 

in Jammu and Kashmir since 1989 when the 

freedom movement turned into an armed 

struggle against the Indian rule. Artist and 

activist Sonia Jabbar’s haunting two-channel 

video Granted Under Fear (2009) places side 

ÒGKwU Dc‡`kt ‡`‡ki gvby‡li cwiYwZ Ges 
‡`‡ki cwiYwZ GKB K_vÓ- wjÛv ‡nvMvb, 
Wy‡qwjsmt G w¯úwiPyqvj wnw÷« Ad `v wjwfs Iqvì©| 

Rv‡ZvB‡qi fvuR Kiv Kvco Qvwo‡q ‡h‡q N‡ii 
AviI ‡fZ‡ii w`‡K ‡Pv‡L c‡o AvµvšÍ gv Ges 
mšÍv‡bi Aeqe hv AviI GK Aw¯’iZg Ave‡n ‡U‡b 
‡bq| cvwK¯Ív‡b knx` mv¾v`‡K (1936-2014) 
cÖvqkB gWvb© Av‡U©i RbK ejv nq, Zvi n‡÷R& 
2 Ges n‡÷R& 4 (1992-1993)  KvV ‡Lv`vB‡q 
dywU‡q Zy‡j‡Qb evsjv‡`‡ki cve©Z¨ AÂj¯’ 
Avw`evmx ‡Mvôxi Dci Pjv bviKxq `y`©kv I fxwZi 
fqven wPÎ| Avw`evmx ‡Mvôx‡`i m‡½ ‡Lv`vB 
Kivi ‡KŠkj ‡kLvi ‡QvÆ my‡hvM Avi c¨vwi‡m cj 
MwRb Gi ZvwnwZqvb wkíK‡g©i Awfbe Aby‡cÖiYvq 
mv¾v` Zvi wPšÍv I PP©vi mv‡_ mvD_ Gwkqvi 
Avw`evmx avivfy³ Dc¯’vcbv‡K bZyb K‡i mvRvb|
  
wkíx 1965- 67 ch©šÍ `yB eQi a‡i iv½vgvwU‡Z 
emevm K‡ib I ‡mLv‡bB cvIqv KvV wb‡q KvR 
Ki‡Z wM‡q wb‡Ri ‡Mvôx ‡_‡K Kv‡Vi ‡¯§vwKs c×wZ 
AvZ¥¯’ K‡ib| wbR GjvKvq cÖPwjZ Gwbwgw÷K 
I m~dx HwZn¨ n‡Z Aby‡cÖiYv MÖnY K‡i mv¾v` 
Kv‡Vi mË¡v‡K Zvi Kv‡Ri gva¨‡g gy³ Kivi Ges 
Kv‡Vi g‡a¨ jyKv‡bv wbM~p me ¸Y Gu‡K ‡`Lv‡bvi 
‡Póv K‡i‡Qb| iv½vgvwU Rxe‡bi GK `kK ci 
evbv‡bv `¨ n‡÷R& wmwi‡R wZwb cvi‡k¨i jvBj¨vK 
I gv‡j¦wi Kv‡V (GKRb wWRvBbvi eÜyi ÷ywWI‡Z 
cvIqv ‡M‡Q) iæcvqb K‡i‡Qb wKfv‡e wbR e¨_v 
wg‡jwg‡k ‡M‡Q we‡`kx A‡Pbv e¨_vi mv‡_, Áv‡bi 
mv‡_| 1962 mv‡j cvwK¯Ívb miKvi KY©dyjx b`xi 
Dci evua ‰Zwii Rb¨ iv½vgvwUi 40% Pvlvev`‡hvM¨ 
f~wg AwaMÖnY K‡i, G‡Z 100000 gvbyl cwi‡ek 
kiYv_©x n‡Z eva¨ nq hv‡`i ‡ewkifvMB Avw`evmx| 
Giv fviZ I wgqvbgv‡ii weij me GjvKvq wM‡q 
AvkÖq ‡bb Ges KLbI ‡Kvb ‡`‡ki bvMwiKZ¡ 
G‡`i‡K ‡`qv nqwb| PÆMÖvg cvnvwo kvwšÍPyw³i 20 
eQi D`hvcb m‡Ë¡I GB AmgZvi Kvi‡Y cvnvwo 
RbMY Avi miKv‡ii (cvwK¯Ívb I evsjv‡`k 
Df‡qi) g‡a¨ ‰ewi m¤úK© ‡e‡oB ‡M‡Q Ges 
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by side the haunting sound of military bagpipes, 

an echo from colonial era marching bands, with 

the frightening image of stomping army boots 

in a military parade alongside documentation 

of mothers, fathers, sisters, brothers holding 

pictures of their missing relatives, a critical 

stance against the militarisation of Kashmir and 

other “sensitive spaces” within the region. 

The act of portraiture becomes one of 

resistance when state and other actors work 

to deliberately deny or suppress certain 

communities or identities. Hitman Gurung’s 

work This is My Home, My Land, and My 

Country (2015) addresses the conflicted history 

between the Tharu indigenous community 

of the Terai region of southern Nepal, and 

the national government. Like indigenous 

people around the world, the Tharu consider 

that they have been denied equal rights 

and representation and this has resulted 

in widespread protests and demands for 

independence. Gurung’s presents a series 

of portraits of members of the community, 

holding identity cards, where their faces have 

been bandaged, visualising the paradox of 

being identified by the state, while not being 

recognised by it. 

“Here is a lesson: what happens to people and 

what happens to the land is the same thing.”

Linda Hogan 

Dwellings: A Spiritual History of  

the Living World, 1995 5

Walking past Jatoi’s folded pile of clothes, a 

fearful wooden figure with its arms up in a state 

of surrender confronts and pushes us into a 

further state of alarm when we see a vulnerable 

iv½vgvwU GLbI GKwU mvgwiK GjvKv n‡q i‡q‡Q| 
n‡÷‡Rm&  wØZxqev‡ii gZ evsjv‡`k wkíKjv 
GKv‡Wwg‡Z ‡`Lv‡bv nq; G¸‡jv ‰Zwi nevi ciciB 
1993 mv‡j Z…Zxq Gwkqvb evB‡qwbqv‡j G¸‡jv 
cÖ`wk©Z nq, ‡mLv‡b AvšÍ-mvs¯‹…wZK wewbg‡qi 
‡¶‡Î evsjv‡`k ms¯‹…wZ gš¿bvj‡qi D`viZv cÖKvk 
cvq, GgbwK weZwK©Z welqmg~n GLv‡b D‡V Av‡m, 
‡mLv‡b we‡`wkiv AevK n‡Z cv‡i Ggb me Aa©-bMœ 
KvR¸‡jv‡KI evav ‡`qv nqwb|  

PÆMÖv‡gi cvnvwo AÂ‡ji mvgwiKxKiY PÆMÖv‡gi 
wkíx Rq‡`e ‡ivqvRvi KvR¸‡jv‡K AbycÖvwYZ 
K‡i‡Q| wZwb PÆMÖv‡gi Avw`evmx wÎcyiv ‡Mvôxi 
GKRb| Zvi cÖ`k©bxi cÖevn AvUwU RwUjZg 
mv`vKv‡jv Qwei Rb¥ w`‡q‡Q hvi ‡fZi c‡o 
‡Rbv‡ikb-DBk-Bwìs wU«R& A¨vÛ Av‡UvwgK wU«R&  
wmwiR (2017), GB Qwe¸‡jv wWGGm (2018)
Gi D‡Øvabxi w`‡b avivevwnKfv‡e GKwU K‡i 
cwi‡ekbvi mv‡_ D‡b¥vPb Kiv nq| bZyb cÖR‡b¥i 
wPšÍv, wk¶v, wkí, mvwnZ¨ Ges ‡Ljvayjvq ‡hb Lye 
Aí eq‡m kv‡¯¿i mv‡_ cwiwPZ nevi welqUv dy‡U 
DV‡Q| `ytL K‡i ‡ivqvRv e‡jb, cve©Z¨ GjvKvi 
cÖZ¨šÍ AÂ‡jI ÒGgb ‡Kvb gvV ev c_ ‡bB ‡hLv‡b 
cÖwkw¶Z wgwjUvwii cv‡qi Qvc c‡owbÓ| Zvi gb 
wekv‡` fvix n‡q hvq hLb wZwb cve©Z¨ AÂ‡j 
AvR‡Ki wkï‡`i K_v fv‡eb, Zvi ‡Q‡j‡ejvi K_v 
fv‡eb- cÖwZw`‡bi m‡PZb ¯§…wZ¸‡jvq ïay A‡¯¿i 
SsKvi| ‡ivqvRvi W«wqs Gme mwnsmZvi Mí e‡j 
Ges ‡mUv‡K _vgv‡bvi c_ Lyu‡R P‡j Aweivg|
cÖfvKi cvPcy‡Zi Ô`¨ ‡iwm‡÷Ý gyf‡g›UÕ (2017) 
Qwe‡ZI A‡bKUv GiKg avivi wPšÍvB  cÖKvk cvq| 
fvi‡Zi e…nËg Kqjv Lwb¸‡jvi GKwU gnviv‡ó«i 
P›`«cyi ‡Rjvq Aew¯’Z; cÖR‡b¥i ci cÖRb¥ n‡Z 
Zvi cwievi ‡mLvbKvi LwbgRyi wn‡m‡e KvR 
K‡i G‡m‡Q| Ggb GKwU RvqMv ‡_‡K D‡V G‡m 
cvPcyU wg‡j ‰Zwi Kvc‡oi Dci Zvi Pvi‡Kvj w`‡q 
AvuKv civev¯Íe Qwei ‡fZ‡i dywU‡q Zy‡j‡Qb Ggb 
GK ‡`k ‡hLv‡b ‡m ‡`‡ki gvbyl Zvi gvZ…f~wg I 
AvZ¥mb¥vb AvuK‡o a‡i ivL‡Z cv‡i| Zvi Qwe‡Z 
D‡V G‡m‡Q bZyb Rxe‡bi mÜvb Kiv Avek¨K 

5 Included with inspiration from Katya Garcia Anton’s Sovereign Words text. 
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mother and child figure further back in the 

room. Hostage II and Hostage IV (1992-1993) 

by Shahid Sajjad (1936-2014), an artist often 

credited as the father of modern sculpture 

in Pakistan, express through accomplished 

woodcarving the fear and state of limbo 

that indigenous communities endure in the 

Rangamati Hill Tracts of Bangladesh.6  Following 

an immersive stint learning carving techniques 

with indigenous communities in Indonesia as 

well as a profound encounter with Paul Gaugin’s 

Tahitian body of work in Paris, Sajjad’s realigned 

his thinking and practice with indigenous modes 

of representation in South Asia. 

The artist lived in Rangamati from 1965-67, 

spending two years working with its native 

wood species and learning wood smoking 

techniques from the communities there. 

Inspired by animist and sufi traditions in the 

region, Sajjad tried to release the spirit of the 

wood and draw out its hidden mystic qualities. 

The Hostage series, made nearly three decades 

after his life in Rangamati, transforms foreign 

Persian Lilac and Mulberry wood (found at the 

studio of a designer friend) to further draw 

out the pain that state imposed migrations 

as well as missionary conversion efforts have 

imparted on indigenous knowledges and 

cultures. In 1962, the opening of the Karnaphuli 

River Dam by the then Pakistani government 

submerged 40% of Rangamati’s cultivatable 

land, displacing approximately 100,000 people 

as environmental refugees, the vast majority 

of them indigenous, who shifted to sparsely 

populated areas of India and Myanmar, neither 

of which gave them citizenship. Tensions 

have run high ever since between Hill people 

and the government (both Pakistani and 

Bangladeshi) as a result of the inequities, and 

PgrKvi me Kg©V gvby‡li kixi, Gme kix‡ii 
Dci c‡o‡Q ‡mLvbKvi nvofv½v LvUybx Ges welv³ 
AvenvIqvi Qvc| 
  GKB ‡fŠ‡MvwjK Ae¯’v ‡_‡K ej‡Z ‡M‡j, 
wdì Ad mvBUm& gnviv‡ó«i Iqvwj© ‡Mvôx ‡_‡K 
HwZn¨MZfv‡e cÖwkw¶Z iv‡Rk fvsMvo I w`jøxi 
d‡UvMÖvdvi ‡MŠwi wMj Gi mw¤§wjZ PgrKvi 
GKwU cÖKí ‡hLv‡b Rb¥f~wg ‡_‡K weZvwoZ 
Kivi aiYmg~n we‡kølY K‡i| Gi cÖqvm nj 
‡j‡Ýi ¶gZvi `…wóMZ cwieZ©b NwU‡q kvmbvaxb 
‡mme Rb‡Mvôxi gZ cÖKvk‡K ‡g‡j aiv ‡hUv‡K 
Jcwb‡ewkK kvmKiv G_‡bvMÖvwd I RbmsL¨v 
wbqš¿Y Gi hš¿ wn‡m‡e e¨envi Ki‡Zv| wM‡ji 
evbv‡bv fvsMvo Gi Qwe¸‡jv‡Z eûwea welqe¯Íy 
‡`Lv hvq ‡hLv‡b wZwb GKcvw¶K `…wófw½‡K 
bvKP K‡i w`‡q AwaKviP¨yZ ‡mme Rb‡Mvôxi 
BwZnvm‡K Zvi ‡d«‡g AšÍf©y³ K‡i‡Qb| wMj Ges 
fvsMvo Rbc`‡K wN‡i ivRbxwZ I ‡mme Rbc‡`i 
Awaevmx‡`i ‡fvMvwšÍi K_v Zy‡j a‡i| ïay ZvB bq, 
miKvi cÖvB‡fU K‡c©v‡ikb¸‡jvi mv‡_ nvZ wgwj‡q 
cÖvK…wZK I LwbR m¤ú` nvwZ‡q ‡bqvi Rb¨ ‡h 
MY DrLvZ Pvjvq ‡mUv‡KI Zviv `…wó‡MvPi Kivb| 
kvmK‡`i wbg©g BwZnv‡mi wewfbœ ¯Í‡iI, ‡nvK 
‡mUv Jcwb‡ewkK A_ev Jcwb‡ewkK cieZ©x mgq, 
m¤úwË `Lj wKsev wbqš¿Y Gi ‡¶‡Î Avw`evmx 
Rb‡Mvôxi Dci Zv‡`i kvmbKvh© eiveiB GK| 
evsjv‡`‡k, gy‡bg Iqvwmd K…wli Ggb GKwU 
‡`kR B‡Kv‡mvwdKvj” cÖwµqv‡K Kíbv K‡ib 
‡hLv‡b ‡Kv‡bv GKwU MÖv‡g Drcvw`Z dmj Rxe‡bi 
Awe‡”Q`¨ Ask wn‡m‡e gvby‡li g‡ZvB Avjv`v 
GKUv cwiPq, mËv, bvg enb Ki‡e hv IB MÖvg 
ØvivB wba©vib Kiv n‡e| wZwb Lv`¨k‡m¨i HwZn¨MZ 
BwZnvm AbymÜvb K‡ib hv 1944 mv‡j evsjvi 
`ywf©‡¶i mv‡_ m¤úwK©Z| weªwUk Øviv gRy` Kiv 
Lv‡`¨i Rb¨ msNwUZ ‡mB `ywf©‡¶ jvL jvL gvbyl 
gviv hvq, GgbwK mvgvb¨ fv‡Zi gv‡oi Rb¨ iv¯Ívq 
nvRvi nvRvi gvby‡li nvnvKvi ‡kvbv ‡hZ| wmW 
k¨vj ‡mU Avm wd« nj avb w`‡q ‰Zwi Kiv Ggb 
GKwU bxj i‡Oi wkíwPÎ hv GKB mv‡_ GKwU 
‰eÁvwbK cwi‡ekbv Ges Pv‡ji AvVv w`‡q ‡g‡Si 6 The presentation of these works would not have been possible 

without the help and guidance of Mariah Lookman and the Shahid 
Shajjad estate. 
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Rangamati remains a highly militarised zone 

despite recently celebrating 20 years of the 

Chittagong Hill Tracts Peace Accord. This is 

the second time the Hostages are showing at 

the Bangladesh Shilpakala Academy; they were 

exhibited soon after they were made at the 

Third Asian Art Biennale in 1993. 7

The militarisation of the Chittagong Hill Tracts 

also inspires the work of Chittagong based 

artist Joydeb Roaja who comes from the 

indigenous Tripura community. His performance 

practice inspires the seven intricate black and 

white drawings from the Generation-wish-

yielding Trees and Atomic Tree series (2017), 

which are in turn activated with a performance 

on the opening day of DAS 2018. The thought, 

education, art, literature, and sports of the 

new generation reflect the fact that weapons 

were introduced to their visual landscape at 

a very young age. Even in the remotest areas 

of the hill tracts, “there is no yard or path of 

the indigenous which is free from the footprint 

of well-trained army soliders,” laments Roaja, 

and he holds a heavy heart when thinking 

that children in the Hill Tracts today, including 

his own, carry images of heavy weaponry in 

their everyday consciousness. Roaja’s surreal 

drawings that fuse his indigenous community 

and its traditions with imported army 

equipment register the traces of this violence in 

his mental landscape of the hill tracts, and seek 

to invent ways of imagining what resistance 

might look like. 

This line of thinking continues in The Resistance 

Movement (2017) by Prabhakar Pachpute. 

Hailing from the Chandrapur district of 

Maharashtra, a major site of coal mining in India, 

Dci bKkv Gu‡K ‰Zwi Kiv HwZn¨evnx GKwU wkí; 
G‡K ‘Avíbv’ ejv nq| wZwb Dcwb‡ewkKZvi wewfbœ 
¯Íi ‡ei K‡ib, hvi ‡fZ‡i mv¤ªvR¨ev‡`i gva¨‡g K…
wle¨e¯’vi aŸsm ‡_‡K ïiæ K‡i e…¶ Ges A_©Kvix 
dmj ‡ivc‡Yi ïiæ (hvi g‡a¨ bxj i‡q‡Q, hv‡K 
bxjbKkvi D¾¡j bxj i‡Oi gva¨‡g Bw½Z Kiv 
n‡q‡Q), hvi d‡j Rbmvavi‡Yi Pvwn`v ‡_‡K cyuwR 
eRvq ivLvi w`‡K Drcv`b P‡j hvq, Gi mv‡_ 
Avevi ‡R‡bwUKvwj cwiewZ©Z k‡m¨i cÖeZ©‡bi d‡j 
GK dmwj Pv‡li ïiæ nq Ges FYP‡µi m…wó nq 
hvi d‡j Pvlxiv f~wg D‡”Q` Ges ¯’vbP¨ywZi wkKvi 
nq|
KLbI KLbI MÖvg¸‡jv cwi‡e‡ki mv‡_ weiƒc 
AvPi‡Yi Rb¨ wech©‡qi ¯^xKvi nq| evsjv‡`k I 
gvqvbgv‡ii DcK~‡j Aew¯’Z g¨vb‡MÖvf eb  cÖvK…wZK  
i¶x wn‡m‡e ‡mLvbKvi Av‡kcv‡ki MÖvg¸‡jv‡K  
Rjevqy cwieZ©‡bi d‡j msNwUZ mybvwgi g‡Zv 
NywY©So I wewea cÖvK…wZK `y‡h©vM Gi fqvenZv 
Kwg‡q ‡m¸‡jvi nvZ ‡_‡K i¶v K‡i| A_P `w¶Y 
Gwkqvi g‡a¨ GB g¨vb‡MÖvf e‡bB me‡P‡q ‡ewk 
e…¶wbab n‡q _v‡K| ïay ZvB bq, GK-dmjx Pvl 
c×wZi Rb¨ cÖPyi MvQ ‡K‡U Rwg Kiv nq, ‡h‡nZy 
g¨vb‡MÖvf eb Pvi‡Kv‡ji GKwU Ab¨Zg Drm Kv‡RB 
we`¨yr Drcv`b cÖK‡íi Rb¨ AeKvVv‡gv Mo‡ZI 
GwUi ÿwZ mvab Kiv n‡”Q| GQvovI RbmsL¨v e…
w×RwbZ mgm¨vi Rb¨ GLvbKvi cÖK…wZi A‡bK 
¶wZmvab Kiv n‡”Q| evwg©R AvwU©÷ ‡UBb wjb 
Zvi g¨vb‡MÖf (2017) bvgK Pvi‡Kvj w`‡q wbwg©Z 
fv¯‹‡h©i gva¨‡g cwi‡e‡ki Dci Pvc ‡d‡j Avgiv 
‡h my‡hvM I myweav ‡fvM KiwQ Zvi d‡j Avmbœ 
`y‡h©vM m¤ú‡K© mZK© K‡i‡Qb| 

`v †¯§j Ad wWªgm& Gm †` weKvg 
†fcvi
msL¨vjNy‡`i cv‡qi wb‡Pi f~wgB ïay Zv‡`i‡K 
‡mLvb ‡_‡K weZvwoZ Kivi g~j D‡Ïk¨ bq, eis 
Zv‡`i gZv`k© I wek¦v‡mi Rb¨I gvZ…f~wg ‡_‡K 
wePz¨wZi NUbv N‡U Avm‡Q| ewg© ¯’cwZ ‡mv BD 
by‡q ÔGi fq RvMv‡bv BÝU‡jkb Ab ‡Nv÷, 
2016 ZrKvjxb ‡eŠ× ‡gŠjev`‡K AvuK‡o aiv 

7 Bangladesh is a secular country and these sculptures which are 

seminude were exhibited in a government venue, both in 1993 and 

2018, speaking to the openness of Bangladeshi governments and 

publics when it comes to art exhibitions. 
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and belonging to a family who have worked as 

miners for generations, Pachpute imagines a 

landscape where the people of the land can 

hold onto their own resources and dignity in 

his surreal charcoal drawings on mill-produced 

cloth. The use of mill cloth ties Pachpute 

materially to the history of labour movements 

in Mumbai led by unions of textile mill workers. 

It was by crushing mill unionists that Hindu 

religious fundamentalist groups became 

ascendant in Maharashtra. The artist creates 

fantastical labouring bodies, alluding to the 

effects that working in the toxic atmospheres 

of mines has on these workers, who must 

invent new modes of living with and inhabiting 

landscapes. 

Speaking from the same geographical locale, 

Fields of Sight (2013-ongoing), a moving 

collaborative project between Rajesh Vangad, 

a traditionally-trained artist from the Warli 

community of Maharashtra, and Delhi-based 

photographer Gauri Gill, investigates the 

idea of the site as formed by variant cultural 

practices, and how marginalised groups 

might occupy stolen landscapes.  In both 

Maharashtra and Gujarat, the Warli community 

has been the target of dispossession to make 

way for industrial and energy projects. It 

attempts to reorient the power of the lens, 

used by colonial administrators as a device of 

ethnography and population control, towards 

those previously held in the subject position 

in order for them to speak back. Multiple 

points of focus are produced within Gill’s 

portaits of Vangad, through his interventions, 

rejecting any unidirectional act of viewing, 

reinserting within the frame the narratives of 

dispossessed communities. Gill and Vangad 

bring to question the politics of landscape as 

the site through which trauma is registered, 

wgqvbgv‡ii `gbg~jK cwi‡e‡k Zvi wb‡Ri wbivc` 
Ae¯’v‡bi e¨KyjZv dzwU‡q Zz‡j‡Qb| GB wkíK‡g© 
Zvi nviv‡bvi e¨_v dy‡U D‡V‡Q ‡m‡µW Mv‡Q‡`i 
Pvicv‡k w¯úwiU nvDR¸‡jvi ga¨ w`‡q; D‡V 
G‡m‡Q ‡jvf wKfv‡e cÖK…wZ, kixi Ges Aw¯Í‡Z¡i 
gv‡S myZxeª, AvuKv-evuKv I Mfxi ¶Z ‡U‡b ‡`q| 
wkíKg©wUi Aby‡cÖiYv evwg©R ms¯‹…wZ‡Z cvIqv 
Gwbwg÷ hvcbvPvi|      
 
evsjv‡`k Zvi eW©v‡ii Af¨šÍ‡i m¤cÖwZ cvuP j¶ 
‡ivwn½v‡`i AvkÖq w`‡q‡Q| Giv ‡eŠ× Aay¨wlZ 
wgqvbgvi n‡Z ‡kvwlZ I weZvwoZ msL¨vjNy gymwjg 
m¤cÖ`vq| _vBj¨v‡Ûi mv½vÕG ‡eŠ× ‡gŠjev‡`i 
DÌvb NU‡Q| ‡mLv‡b ‡ivwn½v kiYv_©xiv c~e© w`‡K 
AMÖmi n‡”Q| Rv°vB wmwievÎ GB AÂ‡ji evo‡Z 
_vKv mv¤cÖ`vwqK Uvbv‡cv‡ob Ges ‡eŠ×-gymwjg 
m¤ú‡K©i GKwU mgv‡jvPbvg~‡jvK `…wófw½ cÖ`vY 
K‡ib hv cieZ©x‡Z Mb-Av‡›`vj‡b iƒc ‡bq| 
wmwievÎi `¨ AvDUjÕm d¬¨vM (2017) Gi ga¨ w`‡q 
wgqvbgv‡ii wkÆB Ges _vBj¨v‡Ûi i¨vbs ‰mKZ, 
‡hLvb w`‡q ‡ivwn½viv cvwj‡q hv‡”Q Ges AvkÖq 
wb‡”Q, Ggb cUf~wg‡Z KvíwbK A‡bK¸‡jv RvZxi 
f~jywÉZ cZvKv ‡`wL‡q‡Qb| mv‡_ i‡q‡Q AvcvZ`…
wó‡Z kvšÍ I g‡bvig GK cÖvK…wZK `…‡k¨i GKwU 
wfwWI| Kvgviæ¾vgvb ¯^vax‡bi ‡eqvwis c‡qbU 5 
(c…ôv 133) Gi eY©bv Abyhvqx, _vBj¨v‡Û cjvqbiZ 
‡ivwn½v kiYv_©xiv fv‡M¨i wbg©g cwinv‡m cÖvqB 
m¯Ívi kÖwgK wn‡m‡e cvPvi n‡q hvq Ges GKB 
NUbvi cybive…wË N‡U evsjv‡`‡ki `w¶‡Y Avmv 
kiYv_©x‡`i ‡ejv‡ZI| wmwievÎÕi cZvKv ‡hb 
msKxY© ‡MvwôMZ-RvZxqZvev‡`i weiæ‡× we`ªæc K‡i 
Kvbœv, Avi Avgv‡`i eyûjvKvw·LZ mgv‡Ri cÖwZ 
mnvbyf~wZ evov‡bvi AvnvRvwi| GB ¯’vcbvi ‡cQ‡bi 
K‡¶ ¯’vwcZ, A¨vÛªy Avb›` fyM‡ji  Kvjvcvwbt `¨v 
Rvnvw`Õm wgWj c¨v‡mR (2014) (c…ôv 130) ÔG 
cÖKvkbv ‡eqvwis c‡q›U 5 Gi GKwU ‡K›`«we›`y, 
-wfbœ GK RM‡Z wb‡q wM‡q Avgv‡`i ‡evSv nvjKv 
Ki‡Z ‡`q| 

Av‡÷«wjqv wfwËK wkíx Lvw`g AvjxÕi g‡Z 



83

drawing attention to the mass displacement 

of indigenous communities in an effort by 

governments, working with private corporations, 

to seize natural resources in the lands of these 

communities. Layers of violent imperial history, 

in both colonial and post-colonial periods, share 

a continuum in their treatment of indigenous 

communities in the process of resource control. 

Back in Bangladesh, Munem Wasif seeks to 

reimagine an indigenous “ecosophical” mode 

of agriculture, where grain is a companion 

species to humanity, having names, deities 

and spirits, around which the village organises 

itself. He investigates the cultural history of 

grain, connected to memories of the 1944 

Bengal famine, caused by hoarding for British 

troops, during which millions starved to death, 

with a common sight of people pleading on 

the streets for phan, the excess water left 

over from cooking rice. Seeds Shall Set us 

Free (2017) is a series of cyanotype prints of 

rice seeds, referencing at once both scientific 

representation and the traditional practice of 

alpona, the Bengali tradition of creating ritual 

floor paintings using rice paste.  The artist 

excavates layers of ecological colonialism from 

the destruction of agricultural ecologies with 

the introduction of plantation farming and cash 

crops. Indigo was one such cash crop, alluded 

to in Wasif’s use of bright blue hues in his 

cyanotypes. Agriculture moved away from the 

subsistence needs of the local communities 

as it was harnessed towards sustaining flows 

of capital and balances of accounts with the 

introduction not only of crop monocultures, but 

also of genetically modified seeds, producing 

cycles of debt that lead to dispossession and 

displacement. 

Sometimes villages are involved in their own 

displacement due to short-sighted views 

Òev¯Íynviv  n‡q kiYv_©x‡`i hÎZÎ Mg‡bi cÖfve 
GKR‡bi †_‡K Ab¨R‡bi Avjv`v nq| wKš‘ cÖvq 
mKj ‡¶‡ÎB ‡fZ‡ii kw³ aŸsm n‡q hvq Ges ¯§…
wZ¸‡jv gy‡Q ‡h‡Z eva¨ K‡i| evwoi NªvY, fvjevmvi 
myevm, cwiP‡qi ‡KvgjZv Ges fvlvi mvejxjZv 
meB nviv‡bvi ‡e`bvq gy‡Q ‡M‡QÓ| wkqv gymwjg 
gZvejw¤^ AvdMvb nvRviv cwiev‡i Rb¥MÖnY K‡i 
Avjx cwK¯Ívb I AvdMvwb¯Ívb mxgv‡šÍ ‡e‡o I‡Vb| 
kZvãxi ci kZvãx a‡i Zvi wbwcwoZ ms¯‹…wZ 
Ges m¤cÖ`v‡qi `yie¯’vi K_v Ges mv¤cÖwZK 
mg‡q Zvwjevb‡`i Øviv wbwco‡bi K_v cÖKvk 
Ki‡Z wM‡q wZwb HwZn¨evnx wgwb‡qPvi ‡cBw›Us 
cÖ_vi Kjv‡KŠkj e¨envi K‡ib| kiYv_©x wn‡m‡e 
Zvi cwievi Ges Avkcv‡ki Ab¨vb¨ m¤cÖ`v‡qi 
AwfÁZv wZwb Zvi AvZ¥Rxebx‡Z wjwce× K‡i‡Qb- 
kiYv_©xi `yie¯’v eY©bvq `¨ A¨vivBfvjm wmwiRÕG 
¯’vb ‡c‡q‡Q cvi‡m¨i ‡cŠivwYK Kvwnbxi 10g 
kZvãxi gnvKve¨ kvnvbvgv (`¨v eyK Ad wKsm), 
‡mLv‡b bvqK iæ¯Íg‡K ‡`wL‡q‡Qb GK bi‡Ki 
AvenvA‡÷«wjqvb cvm‡úv‡U©i c…ôvi ‡gvwU‡di 
†fZi| gymwjg mvwnZ¨ Ges ‡KvU© mv‡K©ÕG D”P 
gh©v`vq AwawôZ GB AÂ‡ji Bmjvg-c~e© mg‡qi 
mg…× ms¯‹…wZi ARynv‡Z Avjxi kvnvbvgvi e¨envi 
GKwU ivR‰bwZK wm×v‡šÍ cwibZ nq| m`¨ nviv‡bv 
hv`yKwi RM‡Zi eY©bvq wZwb cvim¨ cvÛzwjwc n‡Z 
cvLvIqvjv ‡Wfv‡mi cÖwZgv A¼b K‡i‡Qb| G¸‡jv 
GLb ïay m‡›`‡ni ‡Pv‡L ‡`Lv nq Avi ÒA‡b¨iÓ 
e‡j we‡ewPZ nq| 

Avjxi GKRb cÖv³b QvÎx B‡›`v‡bwkqv wfwËK 
wkíx Avwgb Zvkv, whwb wb‡RI RvwZMZ nvRviv 
m¤cÖ`vqfy³| Avwgb Zvkv‡K Zvi wkíPP©vi Kvi‡Y 
ag©wb›`yK Awf‡hv‡M 18 eQi e‡q‡m AvdMvwb¯Ívb 
cvwj‡q ‡h‡Z eva¨ Kiv n‡qwQj| wZwb ‡mB AÂ‡ji 
mgmvgwqK mwnsmZv‡K wb‡`©k K‡ib ‡hLv‡b 
GKmgq wmé ‡iv‡Wi gva¨‡g Aev‡a hvZvqvZ m¤¢e 
wQj Ges GwU we¯Í…Z wQj Pxb n‡Z Zvi Rb¥¯’vb 
evwgqvb ch©šÍ| evwgqvb GKmgq ‡eŠ× `k©b, ag©, I 
wkí PP©vi GK e¨¯ÍZg ‡K›`ªwe›`y wQj| Gi cÖvgvwYK 
wb`k©b evwgqvb ‡eŠ× ¯’vcZ¨¸‡jv| mvavi‡Yi ¯§…
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towards how they engage with the environment. 

Mangrove forests on the coasts of Myanmar 

and Bangladesh serve as natural bio-guards to 

the surrounding villages, buffering them against 

the rising dangers of cyclones and tsunamis in 

the age of climate change. Mangroves suffer 

among the highest rate of deforestation in 

South and Southeast Asia, in part tied to the 

monoculture of plantations and infrastructure 

projects such as power plants, but also due 

to local fuel demands of villages given rising 

population density as mangroves are one of 

the easiest sources of charcoal. In his menacing 

sculpture of a tree crafted from iron and 

charcoal, Mangrave (2017), Burmese artist Htein 

Lin warns of impending destruction resulting 

from making short-term decisions based on 

convenience and comfort at the grave expense 

of the environment. 

THE SMELL OF DREAMS AS THEY 
BECOME VAPOUR 8

The state does not just push out minorities for 

what is present in the ground beneath their 

feet, but also for their inner beliefs. Burmese 

sculptor Soe Yu Nwe chronicles her own 

need for protective space in the increasingly 

repressive environment of a Myanmar that 

embraces Buddhist fundamentalism in her 

haunting ceramic installation On Ghost (2016). 

Referencing the animist traces of Burmese 

culture found in spirit houses built around 

sacred trees, the artwork, weighed down by 

tangles of chains, evokes the violent tension 

that greed creates between nature, body, and 

spirit in a sinuous and violent form evoking an 

ashen sense of loss. 

Bangladesh welcomed over half-a-million 

wZ ‡_‡K GB BwZnvm‡K wPiZ‡i gy‡Q ‡djvi 
cÖqv‡mi Ask wn‡m‡e 2001 mv‡j Zv‡jevb KZ©…K 
G¸‡jv aŸsm cÖvß nq| Zvkvi B¼ ‡KŠk‡j Bivb 
n‡Z Pxb ch©šÍ eû Gkxq cÖfve j¶Yxq| wZwb ¯§…
wZi Ggb GKwU `…k¨cU ‰Zwii ‡Póv K‡ib ‡hLv‡b 
cÖwZgv aŸs‡mi µgea©gvb wek¦v‡mi Kvi‡Y SyuwK¸‡jv 
we¯§…Z n‡q‡Q, hvi e…w×I ‡÷‡WjPy‡jÕi (c…ôv XX) 
mv‡_ mn‡hvwMZvi gva¨‡g GWy‡Kkb c¨vwfwjq‡b 
Av‡jvPbv I D‡jøL Kiv n‡e| Px‡bi cwÛZM‡Yi 
wPÎKg© n‡Z Aw¼Z ‡¯Œvj c×wZ e¨envi K‡i Zvkv 
GKwU mwnòyZvi ¯’vb Kíbv Kivi ‡Póv K‡ib hvi 
g‡a¨ Zvi AÂ‡ji A‡bK we‡ivac~Y© BwZnv‡mi Mí 
i‡q‡Q ‡hLv‡b mn-Ae¯’vb m¤¢e wQj|

evwgqv‡bi g‡ZvB evsjv‡`‡k i‡q‡Q ‡eŠ× a‡g©i 
BwZnvm Ges 2015 mv‡j XvKv AvšÍR©vwZK 
wegvbe›`‡ii ¯^vMZ m¤¢vlb wQj Ò‡eŠ× ms¯‹…wZi 
Avevm¯’jÓ ‡hUv gymwjg msL¨vMwiô GKwU ‡`‡ki 
Rb¨ we¯§qKi| ‡hLv‡b kÖxjsKv Ges wgqvbgv‡ii 
gZ ‡eŠ×cÖavb ‡`‡k gymwjg Ges wn›`y‡`i Dci 
mwnsmZv AvšÍR©vwZK A½‡b mycÖwZwôZ ‡mLv‡b 
evsjv‡`‡k ‡eŠ×‡`i(Ges Ab¨vb¨ msL¨vjNy 
m¤cÖ`v‡qi) cÖwZ mv¤cÖwZK wbMÖ‡n m‡PZbZv ¯^í| 
2012 mv‡j `w¶b evsjv‡`‡k ‡eŠ× bv‡g GKwU 
f~qv ‡dmeyK GKvD›U Ly‡j RjšÍ ‡Kviv‡bi GKwU 
Qwe cÖKvk Kiv nq hv‡Z 25000 Gi ‡ewk RbMY 
‡eŠ× m¤cÖ`v‡qi weiæ‡× ‡mv”Pvi nq, 12wU  ‡eŠ× 
gw›`i Ges 50wUi ‡ewk evwo aŸsm Kiv nq, hv 
eZ©gv‡b ivgy nvgjv bv‡g cwiwPZ| evsjv‡`‡ki 
GKRb ¯^bvgab¨ wPÎwkíx KbK Pvcv PvKgv 2014 
mv‡j GKwU wmwiR m…wó K‡ib hv Zvi cwievig‡Z 
NUbvwUi aesm h‡Ái mgqvbyhvqx msev`c‡Îi 
Ask Ges kvwšÍc~b© ‡eŠ× ¯’vcbvi Qwe‡Z mgwš^Z 
`wjj hv mgv‡Ri µgewa©Z N…bv Ges wefvRb aŸsm 
Ki‡Z ‡P‡qwQj| Qwe¸‡jv ‡_‡K AbycÖvwYZ n‡q 
Avgiv KbK‡K Avgš¿b RvbvB wWGGm 2018 Gi 
Rb¨ wmwiRwU Ae¨vnZ ivL‡Z| Avgiv RvbZvg 
bv ‡h Qq gvm ci iv½vgvwUi js¸Wy MÖv‡g GKB 
NUbv NU‡e hv‡Z 300wUi ‡ewk Ni cywo‡q ‡`qv 
nq| KbK PvKgv m¤cÖ`v‡qi Ggb GKRb whwb 8A nod to Mahmoud Darwish and MD Sharif Uddin (See Bearing 

Point 5)
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Rohingya refugees into its borders in late 

2017 who were fleeing years of oppression 

in Myanmar as Muslim minorities in a place 

where Buddhist fundamentalism is increasingly 

accepted. Buddhist fundamentalism is also 

on the rise in the Sangha in Thailand, where 

the Rohingya refugees migrating eastwards 

find themselves. Jakkai Siributr provides 

a critical perspective on rising communal 

tensions and Buddhist-Muslim relations in the 

region, which have become intensified by the 

mass movements of population. Siributr’s The 

Outlaw’s Flag (2017) consists of subverted flags 

of imaginary nations, created by a process of 

embroidering detritus from the beaches of 

Sittwe in Myanmar and Ranong in Thailand – 

respectively departure and arrival points of 

fleeing Rohingya refugees – these flags are 

hoisted around a video of these seemingly 

idyllic landscapes.  Rohingya refugees fleeing 

to Thailand often face a cruel fate of being 

trafficked as cheap labour, a story common 

to those arriving in southern Bangladesh, as 

Kamaruzzaman Shahdin’s work in Bearing Point 

5 attests to (pg 133). Siributr’s flags act as a 

rallying cry against narrow ethno-nationalisms, 

calling for an empathetic expansion to our 

imagined communities. Installed in the room 

behind this installation, Andrew Ananda 

Voogel’s unmooring Kalapani: The Jahaji’s 

Middle Passage (2014) (Page 130), a pivot 

point into Bearing Point 5, makes us loose our 

bearings through putting us on strange shores. 

“The effects of the refugee’s fragmented 

journey of displacement differ from person 

to person. But in almost every case, the inner 

spirit is numbed, forcing memories to be 

forgotten. The smell of home, the scent of 

love, the delicacy of identity and the fluency of 

language are all erased by the trauma of loss,” 

GB `yB NUbv‡ZB j¶e¯Íy wQ‡jb Ges wZwb e‡jb 
ÒAvgvi wPÎK‡g©i ‡K›`«we›`y n‡”Q evsjv‡`‡ki 
Ab¨ ag©vj¤^x wK¤^v ‡Mv‡Îi Ici evsjv‡`‡k Pjgvb 
Amnbxq mwnsmZv| G nj Avgvi kvwšÍi evmbvi 
Avbvwo cÖ‡PóvÓ| js¸Wy, ivgy Ges KvßvB evu‡ai gZ 
NUbv¸wj PvKgv‡`i wbivc` AvkÖ‡qi ‡Lvu‡R cvwj‡q 
‡h‡Z eva¨ Ki‡Q Ges cve‡jv ev_©‡jvwgD hvi evevi 
evm¯’vb evg©v, wWGbG m~Î a‡i wgqvbgv‡ii, fviZ 
Ges evsjv‡`‡ki QbœQvov PvKgv m¤cÖ`v‡q m¤ú©K 
Lyu‡R ‡c‡qQb|

‡nvgj¨Û Bb gvB ewW
i‡gk gvwiI wbw_‡q›`«b Rb¥v‡bvi GK eQi ci 
ZrKvjxb M…n hy‡× ag©xq Ges RvwZMZ wbcxob 
‡_‡K evuP‡Z kÖxjsKv n‡Z Zvi Zvwgj wn›`y evev 
Ges wL«÷vb Awaevmx gv i‡gk‡K mv‡_ K‡i ‡`k 
Z¨vM K‡ib| wZwb wb‡R bvw¯ÍK n‡jI RM‡Zi cÖwZ 
Zvi eû-Ck¦iev`x, eûwj½xq I iƒc cwieZ©bKvix 
‡`eZv‡`i aviYv GK gw›`i ‡_‡KB R‡b¥‡Q hvi 
cÖwZ wZwb ‡ek AvKwl©Z| wbw_‡q›`«b ‡Lqvj 
K‡iwQ‡jb ‡h ‡k¦Zv½ ev Jcwb‡ewkK cÖwZgv 
e¨wZZ Gi Avkcv‡k Lye ‡ekx mve©Rbxb ¯§viK 
‡bB| g›`x‡ii g~wZ©wkí Ges ee©iwPZ ¯’vc‡Z¨i 
wekvjZv I  cÖvgvY¨ wkíxi gb‡K we‡gvwnZ K‡i 
Ges G ‡_‡K wZwb cÖnb‡hvM¨Zvi evB‡i weivRgvb 
mË¡v‡`i ¯§iYxq K‡i ivLvi GKUv bZyb c×wZ Kíbv 
K‡ib| wbg©g weªwUk AvB‡bi Kvi‡Y ‡hLv‡b cÖvq 
`w¶Y Gwkqvq mgKvwgZv ‡eAvBwb wQj, wnRov 
I ‡KvwUÕi gZ RwUj Avw`evmxq ‰jw½K aviYv 
eûwj‡½i ¯^xK…wZ G‡b ‡`q| wbw_‡q›`«YÕi KvR 
`w¶Y Gwkqvi MÖvg¸‡jv‡Z cvIqv ‡`kxq gvwUi 
‡Ljbv Ges ‡UvU¨v‡gi cÖm½ ‡U‡b Av‡b hvi wZwb 
GKwU wj½-cieZ©x KíRMZ m…wó K‡ib ‡hLv‡b Zvi 
myD”P cÖwZgv¸‡jv ¯’vwcZ n‡e| Avgvi, A¨v‡jw· 
Møvm&-Kv‡šÍvi I gvB‡Kj wbDU‡bi ZË¡veav‡b GB 
bZyb GKK cÖKíwU‡Z, wbw_‡q›`«Y GKwesk kZvãxi 
‡`e‡`ex‡`i wPwÎZ K‡i‡Qb, Gi bvbv i‡Oi SjK 
`w¶Y Gwkqvi Rbw cÖq iw½b Drme ‡hgbt ‡nvwj 
Ges c‡njv ‰ekvL‡K Awfev`b Rvbvq| MÖvgwU 
nq‡Zv nvwi‡q ‡M‡Q, wKš‘ hZ`~‡iB P‡j hvB bv 
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reflects Australia based artist Khadim Ali. Born 

to Afghan Hazara parents with Shia Muslim 

beliefs, Ali grew up on the border of Pakistan 

and Afghanistan and he uses techniques of 

traditional miniature painting to chronicle the 

plight of his culture and community who have 

been oppressed for centuries, even more so 

recently under the Taliban. Biographically tied 

to his family’s experiences as refugees, as well 

as those of other communities around them, 

The Arrivals series places Rustom, the hero of 

the 10th century epic poem Shahnamah (The 

Book of Kings) that charts the mythical history 

of Persia, in the plight of the refugee, placing 

him in a landscape of limbo adorned with motifs 

from Australian passport pages. Ali’s use of 

the Shahnamah becomes a political decision, 

alluding to the rich pre-Islamic cultures of the 

region that were afforded high regard in Muslim 

literary and court circles. He draws the figure 

of the winged devas from Persian manuscripts, 

referencing a now-lost almost-magical world 

that is now viewed only with suspicion, and as 

‘other.’

A former student of Ali, Indonesia based Amin 

Taasha, also of Hazara origin, was forced to flee 

Afghanistan at the age of 18 after being accused 

of blasphemy resulting from his art practice. He 

addresses contemporary violence in a region 

where free passage was once possible via the 

silk road which stretched from China into his 

native Bamiyan. Bamiyan was once a bustling 

centre for Buddhist philosophy, religion and art, 

as evidenced by the monumental 4th and 5th 

century AD Bamiyan Buddha sculptures that 

were destroyed by the Taliban in 2001 as part 

of their attempt to remove this history from 

communal memory. Taasha uses ink techniques 

that span many Asian influences, from Iran 

Munem Wasif: Detail 1, Seed shall set you free, Grid of 36 (2017), 

cyanotype prints on acid free paper. Courtesy of the artist and 

Project 88. 

Minam Apang:  Untitled (2017), charcoal on cloth. Courtesy of 

the artist and Chatterjee & Lal. 

‡Kb, GK mg‡q ‡mLv‡b hv wQj Zvi Av‡e`b 
Avgv‡`i ms¯‹…wZ Avi GKxf~Z ¯§…wZB wRB‡q 
ivL‡e|
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to China, and tries to create landscapes to 

chronicle memories that risk being forgotten 

due to growing beliefs in iconoclasm, the rise 

of which will also be discussed and addressed 

in the Education Pavilion via a collaboration 

with the Städelschule (Page XX). Like Nilima 

Sheikh, Taasha uses the scroll format, drawn 

from Chinese literati painting, in an attempt to 

imagine a space of co-existence for the many 

strands of history that create the conflicted 

identities of his former home. 

Like Bamiyan, Bangladesh has layers of 

Buddhist history and in 2015 airport signage 

in the Dhaka international airport welcomed 

visitors to the catch phrase “home of Buddhist 

culture,” perhaps surprising for a country with 

a 90% Muslim population. While violence 

against Muslims and Hindus in Buddhist 

countries such as Sri Lanka and Myanmar is 

well documented in the international press, 

there is far less awareness of persecution of 

Buddhists (and other minorities) in Bangladesh. 

In 2012 in Southern Bangladesh, someone set 

up a fake Facebook account under a Buddhist 

name, and posted an image of a burning koran, 

inciting mob violence where over 25,000 

people mobilised against Buddhist communities, 

destroying 12 Buddhist temples and over 50 

houses in the process, now known as the Ramu 

Incident. Kanak Chanpa Chakma created 

a series in 2014 that collaged photographic 

documentation of the incident and newspaper 

clippings against imagery of the peaceful 

Buddhist architecture that growing hate and 

division in society tried to destroy. We invited 

Kanak to continue this series for DAS 2018, 

not anticipating that a similar incident would 

occur later on June 2, 2017 in the village of 

Longadu, Rangamati, which left the community 

Amin Taasha: Follow (2017), watercolour, acrylic, ink, silver and 

gold on paper. Courtesy of the artist. 
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devastated with over 300 houses torched. 

Kanak comes from the Buddhist community that 

was targeted in both of these incidents, and 

she shares that “my paintings bring to focus the 

ongoing cycle of intolerance and aggression 

against Bangladeshis of different faiths or 

ethnicity. This is, in my rawest form, an urge for 

peace.”

Through several bodies of work created with 

indigenous communities in Northeast India, 

Pablo Bartholomew has observed that these 

communities wear their cultural DNA through 

their clothing, ornamentation and marking on 

their bodies; codes that they keep as a form 

of self identity. With a father hailing from 

Burma and mother who is of partial Bengali 

origin, Bartholomew traces in his newly 

commissioned project (a work in progress as 

part of a longer ongoing cross-border inquiry) 

the links between geographically fractured 

indigenous communities/ethnic minorities 

in Myanmar, India, and Bangladesh. Working 

within the Chakma community into which he is 

related from his mother’s side, he extends the 

scope of his practice by working with weavers. 

The artist asked these artisans to use their 

traditional idioms on back-strap looms (carried 

on the body through periods of migration) to 

weave graphic DNA patterns rendered through 

scientific testing. Our physical existence, after 

all is a woven pattern from the DNA of our 

ancestors. Through this project Bartholomew 

hopes to weaves together science, myth, legend 

and tradition, exploring a cross border ethnic 

identity. 

 

A HOMELAND IN MY BODY  
Born in Sri Lanka, Ramesh Mario Nithiyendran 

fled the country with his Tamil Hindu father and 

Above: Ramesh Mario Nithiyendran: detail from Idols 
series, Self Portrait with Bronze Arms (2017), 

Below: Ramesh Mario Nithiyendran: Snake Tower 
Mud Men, National Gallery of Australia, Canberra

Right: Ramesh Mario Nithiyendran: Mud Men, 
National Gallery of Australia, Canberra.

All images courtesy of the artist and Sullivan+Strumpf
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Christian Burgher mother at the age of 

one to escape religious and ethnic per-

secution during the civil war. While he 

himself is not religious, he felt drawn 

to the temple where he learned about 

a polytheistic view of the world, with 

multi-gendered gods who could change 

forms. Nithiyendran noticed that there 

were not very many public monuments 

around that celebrated non-White or 

non-Colonial figures, and by consider-

ing temple iconography and Brutalist ar-

chitecture, which captivated his imag-

ination in terms of scale and authority, 

the artist tried to envision a different 

kind of way of memorialising people 

who slip through the cracks of what is 

considered acceptable. While homosex-

uality remains illegal in most of South 

Asia due to draconian British laws, the 

recognition of multiple genders has 

gained legal standing due to complex 

indigenous understandings of gender, 

which include identities such as hijra, 

koti, etc. Nithiyendran’s work referenc-

es totems and indigenous clay toys, 

found in villages around South Asia, at-

tempting to create a mythology of a 

post-gender world, over which his tow-

ering figures preside. In this newly com-

missioned solo project co-curated by 

Alexie Glass-Kantor, Michelle Newton, 

and myself, Nithiyendran creates 21st 

century deities in drag, whose dripping 

multi-coloured glazes pay homage to 

the famously colourful festivals of South 

Asia such as Holi and Pohela Boishakh. 

The village may be razed, but through 

culture and collective memory we me-

morialise the spirit of what was once 

there wherever we may go. 
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AMIN TAASHA 
(b. 1995,  Bamiyan, lives and works, Jogjakarta)

Amin Taasha’s deployment of ink, which he 

splashes violently onto the surface of his 

paintings, make the paper appear almost 

scorched, referencing histories of conflict, and 

erasures of history in his native Bamiyan, where 

the Taliban notoriously 

attempted to erase 

traces of a Buddhist 

past as well as quash 

the culture of his native 

Hazara community. He 

draws from Buddhist 

iconography, Islamic 

manuscript illustration 

and ink painting 

traditions to create 

tense landscapes that 

bear the trauma of these 

violent histories. Amin 

began painting during 

High School in 2007, 

later going on to study 

at the Kabul Fine Arts 

Institute before fleeing 

to Indonesia for his 

safety after exhibiting 

work considered to be anti-Islam when he 

was 18 years old. In 2014, he enrolled as a 

student at the Indonesian Institute for the Arts, 

Jogjakarta where he is continuing his education.  

His recent exhibition history includes: solo 

exhibition, Smoke, French Cultural Center, 

Kabul (2013); and group exhibitions, BuufXBeluk, 

FSG ISI, Yogyakarta (2017); Everything is 

Controversial: The Death of Contemporary Art, 

Studio Kalahan, Yogjakarta (2016); and Disleksia, 

Jogjakarta National Museum (2015).

Avwgb Zvkv
(Rb¥t 1995 mv‡j AvdMvwb¯’v‡bi evwgqv‡b, evm¯’vb Ges 

Kg©¯’jt RvKvZ©v, B‡›`v‡bwkqv)

Avwgb Zvmvi †cBw›Us¸‡jvq Zvi Amvgvb¨ Zzwji 
AvuP‡o D‡V G‡m‡Q `„k¨gvbZv‡K Sj‡m †`qv 
HwZnvwmK weev‡`i cÖvgvY¨ Ges Zvi ¯^‡`kx 
evwgqvb BwZnvm, †hLv‡b Zvwjevbiv †eŠ×‡`i 

AZxZ Ges †mBmv‡_ Zvi 
†`kxq nvRviv m¤cÖ`v‡qi 
c`wPý gz‡Q †djvi 
RNb¨ †Póvq gË nq| 
†eŠ× g~wZ©wkí, BmjvwgK 
cvÛzwjwc Ges B¼ †cBw›Us 
HwZn¨ n‡Z wZwb Zvi 
D‡ËRbvc‚Y© j¨vÛ‡¯‹c 
m„wó K‡i, AZx‡Zi fq¼i 
me AvNv‡Zi wPý †h 
cUf~wg‡Z wePiY Ki‡Q| 
2007 mv‡j E”Pwe`¨vj‡q 
covKvjxb mg‡q Avwgb 
Qwe AvKv ïiæ K‡ib, 
c‡i hLb Zvi eqm 18 
wZwb Kvezj dvBb AvU©m 
BÝwUwUDU co‡Z P‡j hvb 
Ges Zvi wKQz KvR Bmjvg 
we‡ivax wn‡m‡e we‡ewPZ 
nIqvi ci wbivcËvi 
Rb¨ B‡›`v‡bwkqvq Dovj 

†`b| 2014 mv‡j wZwb B‡›`v‡bwkqvi RvKvZ©vq 
Aew¯’Z BÝwUwUDU di `¨v dvBb AvU©‡m fwZ© nb 
Ges †mLv‡bB wZwb Zvi †jLvcov Pvwj‡q hv‡”Qb| 
Zvi mv¤cÖwZK cÖ`k©bx¸‡jvi g‡a¨ D‡jøL‡hvM¨t 
GKK cÖ`k©bx, †¯§vK, †d«Â KvjPvivj †m›Uvi, Kvezj 
(2013): Ges MÖæc cÖ`k©bxmg‚n, ey‡d·‡ejvK, 
GdGmwR AvBGmAvB, B‡qvMRvKvZ©v (2017); 
Gfwiw_s BR K‡›Uªvfvwm©qvj: `¨v †W_ Ad 
K‡›U‡¤cvivwi AvU©, ÷zwWI Kvjvnvb, B‡qvMRvKvZ©v 
(2016); Ges w`m‡jKwmqv RMRvKvZ©v b¨vkbvj 
wgDwRqvg (2016)| 

Amin Taasha Left: The battle (2017), watercolour, acrylic, ink, 

silver and gold on paper. Courtesy of the artist.  

Amin Taasha Right: Secre (2017), watercolour, acrylic, ink, 

silver and gold on paper. Courtesy of the artist.  
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GAURI GILL
(b. 1970, Chandigarh, lives and works, New Delhi)

AND 
RAJESH VANGAD 
(b. 1975, Ganjad, Maharasthra; lives and works, Ganjad)

Gauri Gill is a photographer whose work 

often addresses histories of trauma, and the 

unseen/unseeable. Deeply concerned with 

Ayesha Jatoi: Residue (2016), performance/installation, 

first iteration 23rd November 2016. Courtesy of the artist 

and Sabrina Amrani Gallery, Madrid (Spain)

AYESHA JATOI 
(b. 1979, Islamabad, lives and works, Lahore)

An artist, activist and writer, Ayesha Jatoi’s 

practice explores 

the tensions in the 

relationship between 

the text and the 

image in traditional 

Islamic manuscripts. 

Originally training in 

miniature painting, her 

work remains deeply 

concerned with critical 

questions around the 

politics of image making. 

She earned her BFA 

in 2005 and her MFA 

in 2007, both from the 

National College of 

Art, Lahore, Pakistan. 

She is a Founding 

Editor of the Journal 

of Contemporary Art & 

Culture, published from 

Lahore. Jatoi has recent exhibitions include: 

the 11th Shanghai Biennale (2016); Stet, Lahore 

Literary Festival (2014); Echoes: Islamic Art 

and Contemporary Artists, The Nelson-Atkins 

Museum of Art, Misuri, USA (2013); and Items of 

Dual Use, WIP Konsthall (2011).  

Av‡qkv Rv‡ZvB
(Rb¥t 1979 mv‡j Bmjvgvev‡`, emevm Ges Kg©¯’jt jv‡nvi, 

cvwK¯Ívb)

Av‡qkv Rv‡ZvB GKRb 
wkíx, A¨vw±wf÷ Ges †jLK, 
Zvi M‡elYvg‚jK Abzkxjb 
MZvbzMwZK BmjvwgK 
cvÐzwjwc¸‡jvi evZ©v Ges I 
fveg‚wZ©i ga¨Kvi Uvbvc‡ob 
we‡kølY K‡i _v‡K| wgwb‡qPvi 
†cBw›Us Gi cÖwk¶Y‡K m¤^j 
K‡i †bqv Zvi KvR¸‡jv‡K 
fvegywZ©i ivRbxwZ wN‡i Mfxi 
mgv‡jvPbvg‚jK wRÁvmv 
ejv hvq| wZwb cvwK¯Ív‡bi 
jv‡nv‡i Aew¯’Z b¨vkbvj 
K‡jR Ad AvU© †_‡K 2005 
Ges 2007 mv‡j h_vµ‡g 
weGdG Ges GgGdG 
wWwMÖ AR©b K‡ib| jv‡nvi 
†_‡K cÖKvwkZ `¨v Rvb©vj 
Ad K‡›U‡¤cvivwi AvU© GÛ 
KvjPvi Gi GKRb cÖwZôvZv 

m¤cv`KI wZwb| Rv‡ZvB Gi mv¤cÖwZK cÖ`k©bxi 
g‡a¨ i‡q‡Qt 11 Zg mvsnvB ev‡qwbqvj (2016); 
w÷U, jv‡nvi wjU‡iwm †dw÷fvj (2014); G‡Kvmt 
BmjvwgK AvU© A¨vÛ K‡›U‡¤cvivwi AvwU©÷m, `¨v 
†bjmb-AvUwKÝ wgBDwRqvg Ad AvU©, wg‡mŠwi, 
BDGmG (2013); Ges AvB‡Ugm Ad Wzqvj BDR, 
WweøDAvBwc KyÝ_vj (2011)|

†MŠwi wMj
(Rb¥t 1970 mv‡j PwÛMo| emevm Ges Kg©¯’jt bZzb w`wjø, 

fviZ|)

I
i‡Rm fvsMp
(Rb¥t 1975 mv‡j MvbRo| emevm Ges Kg©¯’jt MvbRo)

†MŠwi wMj GKRb Av‡jvKwPwÎ, Zvi KvR¸‡jv 
cÖvqkB BwZnv‡mi Uªgv Ges †`Lv/A‡`Lv RMZ 
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active listening, she often collaborates with 

indigenous or displaced communities and 

artists in the production of her work. She 

earned a BFA Applied Art from the College 

of Art, New Delhi in 1992, a BFA Photography 

from Parsons School of Design, New York in 

1994, and an MFA from Stanford University, 

California, in 2002. In 2011 she was awarded 

the Grange Prize, Canada’s foremost award 

for photography. Gill had a solo exhibition, 

Notes from the Desert: 

Photographs by Gauri 

Gill, at the Freer 

Sackler Galleries 

of Art, Smithsonian 

Institution, Washington 

DC (2016).  Her work 

has also been included 

in documenta 14 

(2017); Balika Mela, 

International Center 

for Photography 

for International 

Women’s Day, New 

York (2017); Kochi-

Muziris Biennale (2016); 

Picture This: Contemporary Photography and 

India, Philadelphia Museum of Art (2016); and 

Nameless here for evermore, Khoj International 

Artists Association, New Delhi (2016). Her work 

is in the permanent collections of institutions 

including the Museum of Modern Art, New 

York; Freer and Sackler Galleries of Art, 

Washington DC; and Fotomuseum Winterthur, 

Switzerland.

Rajesh Vangad is a traditionally trained Warli 

artist, having trained under the legendary Warli 

painter, Jivya Soma Mashe. A third-generation 

artist, Vangad has been instrumental in the 

expansion of the Warli idiom, with his sensitive 

m¤cwK©Z| kªeY‡K we‡kl ¸iæZ¡ w`‡q‡Qb wZwb 
Ges cÖvqkB Ab¨ †`‡ki ev †`kP¨zZ m¤cÖ`vq 
Ges wkíx‡`i‡K mv‡_ wb‡q KvR K‡i _v‡Kb| 
wZwb 1992 mv‡j wbD w`wjøi K‡jR Ad AvU© 
†_‡K A¨vcøvBW AvU©-G weGdG wWwMÖ AR©b K‡ib| 
1994 mv‡j wZwb wbD Bq‡K©i cvm©bm ¯‹zj Ad 
wWRvBb n‡Z d‡UvMÖvwd‡Z weGdG wWwMÖ Ges 2002 
mv‡j K¨vwj‡dvwbqvi ÷¨vg‡dvW© BDwbfvwm©wU n‡Z 
GgGdG wWwMÖ AR©b K‡ib| 2011 mv‡j wZwb 
K¨vbvWvi m‡e©v”P Av‡jvKwPÎ czi¯‹vi MÖ¨vÛ cÖvB‡R 

f‚wlZ nb| wM‡ji GKK 
cÖ`k©bx- Ô‡bvU&m dÖg `¨v 
†WmvU©t d‡UvMÖvd evB 
†MŠwi wMjÕ IqvwksUb 
wWwmi w¯§_‡mvwbqvb 
BÝwUwUDU-Gi wdÖqvi 
m¨vKjvi M¨vjvwi Ad 
Av‡U© 
2016 mv‡j AbzwôZ 
nq| WKz‡g›Uv 14 
(2017); evwjKv †gjv, 
B›Uvib¨vkbvj †m›Uvi di 
d‡UvMÖvwd di 
B›Uvib¨vkbvj Ig¨vÝ 
†W, wbD BqK© (2017); 
‡KvwP-gzwRwim we‡qwbqvj 

(2016); wcKPvi w`mt K‡›U‡cvivwi d‡UvMÖvwd 
GÛ BwÛqv, wdjv‡Wjwdqv wgDwRqvg Ad AvU© 
(2016); Ges †bg‡jm †nqvi di Gfvi‡gvi, 
†LvR B›Uvib¨vkbvj AvwU©÷m Av‡mvwm‡qkb, wbD 
w`wjø (2016)-G Ggb me ¯’v‡b Zvi KvR RvqMv 
K‡i †bq| wbD Bq‡K©i wgDwRqvg Ad gW©vb AvU©; 
IqvwksUb wWwmi wdÖivi GÛ mvKjvi M¨vjvwim 
Ad AvU©; Ges mzBRvij¨vÛ-Gi d‡UvwgDwRqvg 
DB›Uvi_vi mn cÖwZôvb¸‡jvi ¯’vqx msMÖ‡n Zvi KvR 
¯’vb †c‡q‡Q| 

wnUg¨vb ¸iæs
(Rb¥t 1986 mv‡j jvgRvs G| emevm Ges Kg©¯’jt KvVgvÛz, 

†bcvj|)

Gauri Gill and Rajesh Vangad: (left to right) Birth to Death 

(2016), Sacred Gods, Revered Things (2016), from the series 

Fields of Sight (2013--ongoing) . Ink on archival pigment print, 

unique print. Courtesy of the artists and the Samdani Art 

Foundation.
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and fluid work. He has exhibited his work both 

in India, and abroad and has been included in 

Kalpa-Vriksha, at the 8th Asia-Pacific Triennale 

(2016). Their collaborative work was begun 

in 2013, and has been shown at documenta14 

(2017); Galerie Mirchandani+Steinrucke, Mumbai 

(2016); experimenter, Kolkata (2014) and is 

included in the collection of the Museum of 

Modern Art, New York.

HITMAN GURUNG
(b.1986, Lamjung, lives and works, in Kathmandu)

Hitman Gurung’s deeply politically embedded 

practice, encompasses painting, photography 

and installation. Through his work, he 

addresses situations of conflict and socio-

political upheaval, particularly in the wake 

of the devastating 2015 earthquake that left 

many communities in Nepal deeply vulnerable. 

More recently, his focus has been drawn to the 

narratives of the migrant workers from Nepal, 

using his practice to piece together the stories 

and experiences of families left behind, creating 

an affective archive of Nepal’s political present. 

In 2012, he graduated with an MFA from 

Tribhuwan University’s Central Department 

of Fine Arts. In 2013, he co-founded artist 

Hitman Gurung:  from the series This is My Home, My Land and My Country... (2015), digital Print  on 

fine art archival paper, drawing.  Courtesy of the artist.  

wnUg¨vb ¸iæs Gi GbK¤cvwms †cBw›Us, d‡UvMÖvwd 
Ges BÝU‡jkb g~jZ m‚² I Mfxi ivR‰bwZK 
Abzkxjb‡K †K›`ª K‡i| Zvi Kv‡Ri gva¨‡g wZwb 
msNvZ Ges mvgvwRK-ivR‰bwZK Af¨zÌvb Zz‡j 
a‡ib, we‡kl K‡i 2015 mv‡j N‡U hvIqv fq¼i 
f‚wgK¤cKvjxb mg‡q †bcv‡ji fxlYfv‡e Aiw¶Z 
eû m¤cÖ`v‡qi K_v| Lze mv¤cÖwZKKv‡j †bcvj 
†_‡K AvMZ Awfevmx Kwg©‡`i Kvwnbxi  cÖwZ Zvi 
g‡bv‡hvM AvK…ó n‡q‡Q Ges UzK‡iv Mí¸‡jv‡K 
GKÎ Kivi PP©v Ges wcwQ‡q cov  cwievi‡`i 
AwfÁZv e¨envi K‡i wZwb †bcv‡ji ivR‰bwZK 
eZ©gv‡bi GKwU Kvh©Kix AvK©vBf ˆZwi Ki‡Qb| 
2012 mv‡j wZwb wÎfzqvb wek¦we`¨vj‡qi †m›Uªvj 
wWcvU©‡g›U Ad dvBb AvU© n‡Z GgGdG mnKv‡i 
¯œvZK m¤cbœ K‡ib| 2013 mv‡j mg‡eZ wkíx‡`i 
`j wb‡q cÖwZôv K‡ib AvwÎ †bcvj| eû cÖ`k©bx 
Ges Drm‡e ¸iæs Gi KvR cÖ`wk©Z n‡q‡Q, hvi 
g‡a¨ i‡q‡Q, Px‡bi BbPzqvb wgDwRqvg Ad 
K‡›U‡¤cvivwi AvU© Av‡qvwRZ BbPzqvb ev‡qwbqvj 
(2016); †gvmMvW© wgDwRqvg, †WbgvK© (2016); 
AvdUviIqvK©, c¨vivmvBU AvU© †m›Uvi, nsKs 
(2016); 8g Gwkqv c¨vwmwdK Uªv‡qwbqvj Ad 
K‡›U‡¤cvivwi AvU©, weªm‡eb, A‡÷ªwjqv (2015); 
Ges XvKv AvU© mvwgU (2016 Ges 2014)|
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collective, Artree Nepal. Gurung’s work has 

been exhibited in numerous exhibitions and 

festivals, including: the Yinchuan Biennial, 

hosted by the Yinchuan 

Museum of Contemporary 

Art, China (2016); the 

Moesgaard Museum, 

Denmark (2016); Afterwork 

, Para Site, Hong Kong 

(2016); the 8th Asia Pacific 

Triennial of Contemporary 

Art, Brisbane, Australia 

(2015); and the Dhaka Art 

Summit (2016 and 2014).

HTEIN LIN 
(b. 1966 Ingapu, lives and works, 

Yangon)

Htein Lin’s practice employs 

the mediums of painting, 

video, installation and 

performance.  Beginning 

his career as a comedian 

and actor, he spent almost 

seven years as a political prisoner in Myanmar 

(1998-2004), due to accusations of opposition 

activity. While incarcerated, he developed his 

artistic practice, using items available to him—

like bowls and cigarette lighters—in the absence 

of brushes, secretly creating hundreds of works 

on scraps of fabrics, prison uniforms, and 

soap. After his release, he moved to London in 

2006 where he curated the first Burmese Arts 

Festival in 2010. He moved back to Myanmar 

in 2013, and in recent years has expanded his 

primarily painterly practice to include three-

dimensional works. Also an activist, Lin regularly 

participates in events and projects to promote 

freedom of speech, particularly in Myanmar. He 

is a founding member of the Burmese language 

†UBb wjb
(Rb¥t 1966 mv‡j, wgqvbgv‡ii BsM‡c| emevm Ges Kg©¯’jt 

Bqv·¸b, wgqvbgvi)

†UBb wjb Gi wkjcPP©v 
†cBw›Us, wfwWI, ¯’vcb Ges 
Kg©`¶Zvi gva¨g¸‡jv‡K 
e¨envi K‡i| GKRb 
K‡gwWqvb I Awf‡bZv 
wn‡m‡e Kg©Rxeb ïiæ Ki‡jI 
we‡ivax `jxq Kg©Kv‡Ûi 
Awf‡hv‡M Rxe‡bi cÖvq 
mvZ eQi(1998-2004) 
wgqvbgv‡i wZwb ivR‰bwZK 
e›`x wn‡m‡e KvUvb| 
e›`x _vKvKvjxb Ae¯’vq 
Zvi nv‡Zi Kv‡Q cvIqv 
mvgMÖx¸‡jv e¨envi K‡i Zvi 
wkíPP©v mg„× K‡ib, †hgb 
eªv‡ki cwie‡Z© evwU Ges 
wmMv‡iU jvBUvi, Dw”Qó 
Kvco, K‡q`x‡`i †cvkvK, 
Ges mvevb- Gm‡e wZwb 
†MvcbxqZvi mv‡_ kZ kZ 

KvR K‡i‡Qb| gzw³ cvIqvi ci 2006 mv‡j wZwb 
jÛb P‡j hvb Ges 2010 mv‡j †mLv‡b wZwb 
cÖ_g evwg©R AvU© †dw÷fvj K‡ib| 2013 mv‡j 
wZwb wgqvbgv‡i wd‡i Av‡mb, Ges mv¤cÖwZK 
eQi¸‡jv‡Z Z…Zxq gvwÎK KvR hz³ Kivi Rb¨ wZwb 
Zvi cÖv_wgK wkíPP©v m¤cÖmvwiZ K‡i‡Qb| GKRb 
wkíx nIqv m‡Ë¡I wjb wbqwgZfv‡e evK¯^vaxbZv‡K 
DØz× Kivi wewfbœ Abzôvb I cÖ‡R‡± AskMÖnY K‡i 
P‡j‡Qb| wZwb evwg©R fvlv wk‡íi I‡qemvBU 
Kaungkin Gi GKRb cÖwZôvZv m`m¨ Ges GLv‡b 
wZwb KweZv, M`¨ Ges wkí mgv‡jvPbv cÖKvk K‡i 
_v‡Kb| Zvi AvšÍR©vwZK fv‡e cÖ`wk©Z KvR¸‡jvi 
g‡a¨ i‡q‡Qt wmsMvczi ev‡qwbqvj (2016-17); 
†mZzwP wUª‡qwbqvj (2016); XvKv AvU© mvwgU 
(2014); wm½vczi wdÖÄ †dw÷f¨vj (2010,2012); 
Ges †fwbm ev‡qwbqvj (2007)|

Htein Lin: Installation detail of Mangrave I (2016) at 

Yavuz Gallery, iron, charcoal, sand, mangrove seeds, 

video screen.  Courtesy of the artist.
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arts website Kaungkin, where he contributes 

poetry, prose and art criticism. His work has 

been exhibited internationally, in exhibitions 

including: the Singapore Biennale (2016-17); the 

Setouchi Triennale (2016); Dhaka Art Summit 

(2014); Singapore Fringe Festival (2010, 2012); 

and the Venice Biennale (2007).

JAKKAI SIRIBUTR 
(b. 1969, Bangkok, lives and works, Bangkok) 

Jakkai Siributr‘s practice is primarily textile 

based, but defined by his use of the medium 

to confront Thai society’s cultural and 

political shifts since the end of the Vietnam 

War.  Exploring increased urbanisation, 

materialism, political instability, and growing 

frictions between rural and urban populations, 

his delicate tapestries act as exposés of 

political corruption, transforming beliefs, 

and cultural frictions within the Kingdom. 

Studying and residing in the USA for nearly 

ten years, Siributr earned his BA in Textiles/

Fine Arts, at Indiana University Bloomington 

in 1992 and MS in Printed Textile Design 

at the Philadelphia University in 1996. His 

exhibition history includes: PATANI SEMASA, 

Jakkai Siributr: The Outlaw’s Flag (2017), flags (beads embroidered on Burmese longyi and monk’s robes, nylons fishing nets overlaid) 

and single-channel HD video installation (7:52 minutes).  Videography: Shane Bunnag.  Courtesy of Jakkai Siributr and lola Lenzi.

Rv°vB wmwievÎ
(Rb¥t 1969 mv‡j e¨vsK‡K| emevm Ges Kg©¯’jt 
e¨vsKK, _vBj¨vÛ) 
Rv°vB wmwiev‡Îi wkíAbzkxjb ‡U·UvBj wfwËK 
Ges GB gva¨‡gi ØvivB wf‡qZbvg hz× †kl 
nIqvi ci †_‡K _vB mgv‡Ri mvs¯‹…wZK Ges 
ivR‰bwZK cwieZ©‡bi ‡gvKvwejv wZwb K‡I 
Avm‡Qb| ewa©Z bMivqb, Roev`, ivR‰bwZK 
Aw¯’iZv, Ges MÖvg I kû‡i RbmsL¨vi gv‡S 

µgea©gvb ˆemv`„k¨¸‡jv AbzmÜvb Ki‡Z wM‡q 
wZwb Zvi U¨v‡cw÷ª¸‡jvi gva¨‡g iv‡R¨i †fZ‡ii 
ivR‰bwZK `zb©xwZ, wek¦v‡mi cwieZ©b, Ges mvs¯‹…
wZK msNv‡Zi wPÎ Zz‡j a‡ib| wmwievÎ cÖvq `k 
eQi hz³iv‡óª Aa¨qb Ges emevm K‡ib Ges 
†mLv‡b _vKv Ae¯’vq 1992 mv‡j wZwb eøywgsU‡bi 
BwÛqvbv BDwbfvwm©wU n‡Z ‡U·UvBj/ dvBb AvU©‡m 
weG Ges 1996 mv‡j wdjv‡Wjwdqv BDwbfvwm©wU 
n‡Z wcÖ‡›UW ‡U·UvBj wWRvB‡b GgG wWwMÖ 
AR©b K‡ib| Zvi cÖ`k©bx¸‡jvi g‡a¨ i‡q‡Qt 
PATANI SEMASA, MAIIAM K‡›U‡¤cvivwi AvU© 
wgDwRqvg (2017); DISPLACED, e¨vsKK AvU© 
GÛ KvjPvi †m›Uvi, e¨vsKK, _vBj¨vÛ (2017); 
dvU© jzKt K‡jKwUs K‡›U‡¤cvivwi A¨vU `¨v 
Gwkqvb, Gwkqvb AvU© wgDwRqvg, mvb dÖvbwm‡¯‹v 
U¨©vbwm‡q›U †këvi (2015); wfDc‡q›Um GÛ 
wfDBs c‡q›Um- `¨v 2009 Gwkqvb ev‡qwbqvj, 
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MAIIAM Contemporary Art Museum (2017); 

DISPLACED, Bangkok Art and Culture 

Centre, Bangkok, Thailand (2017); First Look: 

Collecting Contemporary at the Asian, Asian 

Art Museum, San Francisco Transient Shelter 

(2015); Viewpoints and Viewing Points, the 

Asian Art Biennial (2009), National Taiwan 

Museum of Fine Arts (2009); and ArtPosition, 

Murten, Switzerland (2005); among others. 

His work is included in the collections of the 

National Taiwan Museum of Fine Art; Asian Art 

Museum of San Francisco; the Bill and Melinda 

Gates Foundation, USA; and the Vehbi Koc 

Foundation, Istanbul.

JOYDEB ROAJA  
(b. 1973, Khagrachori, lives and works in Chittagong)

Utilising the mediums of performance, drawing, 

painting and installation, Joydeb Roaja’s 

practice addresses the politics of indigeneity 

in Bangladesh, drawing equally from traditional 

and modernist theatre forms.  Roaja belongs 

to the Tripura community, one of eleven 

indigenous tribes situated in Southeastern 

Bangladesh’s Chittagong Hill Tracts: the area’s 

indigenous tribal culture and natural hilly 

Joydeb Roaja: Generation-wish-yielding trees and atomic tree-7, 8 and 10 (2017).  Courtesy of the 

artist.  

b¨vkbvj ZvBIqvb wgDwRqvg Ad dvBb AvU©m 
(2009); Ges AvU©cwRkb, gv‡U©b, mzBRvij¨vÛ 
(2005); Zvi KvR AviI ¯’vb †c‡q‡Q b¨vkbvj 
ZvBIqvb wgDwRqvg Ad dvBb AvU©m, Gwkqvb AvU© 
wgDwRqvg, mvb dÖvbwm‡¯‹v, wej GÛ †gwjÛv †MUm 
dvD‡Ûkb, hz³ivóª; Ges †fnwe KK dvD‡Ûkb, 
B¯Ív¤^zj Gi msMÖnkvjvq|

Rq‡`e †ivqvRv
(Rb¥t 1973 mv‡j LvMovQwo‡Z; evm¯’vb Ges Kg©¯’jt PÆMÖvg, 

evsjv‡`k)

Rq‡`e †ivqvRvi cvid‡g©Ý, A¼b, wPÎwkí Ges 
¯’vcbvwkí evsjv‡`‡ki Avw`evmxq ivRbxwZ hv 
MZvbzMwZK I AvazwbK bvU¨ixwZ Øviv mgvbfv‡e 
cÖfvweZ| wZwb `w¶Yc‚e© evsjv‡`‡ki PÆMÖv‡gi 
cvnvwo GjvKvq Aew¯’Z GMv‡ivwU Avw`evmx 
†Mvôxi GKwU †ivqvRv wÎcziv †Mvôxi GKRb; GB 
GjvKvi Avw`evmx ms¯‹…wZ Ges cÖvK…wZK I cvnvwo 
`„k¨ Zvi K‡g©i g‚j Abz‡cÖiYv| wZwb PÆMÖv‡gi 
civciv (Porapora) bvgK GKwU AjvfvRbK wkí 
ms‡Ni mv‡_ mswkøó hv ˆkwíK Kg©Kv‡Ði gva¨‡g 
PÆMÖv‡gi MY‡hvMv‡hv‡Mi gÂ wn‡m‡e f‚wgKv iv‡L| 
Ôwbcv‡RbÕ (NIPAGEN) ‡UvwK‡qvt cvid‡g©Ý 
AvU© Uz‡W (2016)-‡Z Zvi cÖ_g GKK cÖ`k©bx 
AbzwôZ nq| wZwb wewfbœ AvšÍR©vwZK cÖ`k©bwkí 
Drme Ges cÖ`k©bx‡Z AskMÖnY K‡i‡Qb, †hgbt 
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landscape, being the main inspiration for his 

work.  He is also a member of Porapora, a non-

profit alternative art space in Chittagong which 

acts as a platform for mass communication 

through artistic activities.  

Roaja had his first solo 

exhibition at NIPAGEN 

Tokyo: Performance 

Art Today (2016).  He 

has participated in 

performance festivals and 

exhibitions internationally, 

including:  Performance 

Art Intensive, The Tetley, 

Leeds, UK (2017); Bengal 

Foundation Visual Arts 

Programme, Dhaka (2016); 

Back to the Trees #3, 

a festival in Besançon, 

France (2016); and the 

19th (Vietnam, 2016) and 

17th (Japan, 2014) Nippon 

International Performance 

Art Festival (NIPAF), Asia.

KANAK CHAMPA 
CHAKMA 
(b. 1963, the Rangamati Hill Tracts, lives and works, Dhaka)

Kanak Champa Chakma is a Bangladeshi artist, 

whose work addresses the poetics of Chakma 

identity, through a long-term engagement 

with the landscape of her native Rangamati 

Hill Tracts. She has had solo exhibitions at 

the Alliance Francaise de Dhaka (1987); the 

Pennsylvania State University (1994); the Bengal 

Gallery of Fine Arts (2005); and the Alliance 

Francaise de Melbourne (2017). Notable group 

exhibitions include the 10th (1992), 12th (1996), 

13th (1998), 15th (2002) and 16th (2005) National 

Art Exhibition, Dhaka; the Tokyo Metropolitan 

Kanak Chanpa Chakma: Soul Piercing (2014). Courtesy 

of the artist.

cvid‡g©Ý AvU© B‡›UwÝf, `¨v †UUwj, jxWm&, 
hz³ivR¨ (2017); †e½j dvD‡Ûkb wfh¨zqvj 
AvU©m& †cÖvMÖvg, XvKv (2017); e¨vK Uz `¨ UªxR& #3, 
†emvKb, dÖvÝ (2016) AbzwôZ GKwU Drme; 

Ges 19Zg (wf‡qZbvg, 
2016) I 17Zg (Rvcvb, 
2014) wbàb B›Uvib¨vkbvj 
cvid‡g©Ý AvU© †dw÷f¨vj 
(GbAvBwcGGd), Gwkqv|

KbK Pvucv PvKgv
(Rb¥t 1963, iv½vgvwU cve©Z¨ 

AÂ‡j; evm¯’vb I Kg©¯’jt XvKv, 

evsjv‡`k)

KbK Pvucv PvKgvi KvR 
Zvi PvKgv cwiPq Ges 
`w¶Yc‚e© evsjv‡`‡k Aew¯’Z 
iv½vgvwU (ev PvKgv) 
cve©Z¨ AÂ‡ji cÖK…wZ I 
gvbz‡li mv‡_ `xN© †gqvw` 
m¤c‡K©i Dci wfwË K‡i 
M‡o D‡V‡Q| wZwb 1986 
mv‡j XvKv wek¦we`¨vj‡qi 
PviæKjv wefvM †_‡K Gg.G. 
wWMÖx cÖvß, Ges cieZ©x‡Z 
1993 †_‡K 1994 mv‡j 

†cwÝj‡fwbqv †÷U wek¦we`¨vj‡q Aa¨qb K‡i wgW-
Av‡gwiKvb AvU©m& †d‡jvwkc AR©b K‡ib| 
Zvi mv¤cÖwZK GKK cÖ`k©bx¸‡jvi gv‡S 
D‡jøL‡hvM¨ njt A¨vjv‡qÝ d¨©v‡Ýh& wW †gj‡evb© 
(2017); Ges †e½j M¨vjvix Ad& dvBb AvU©m&, 
XvKv (2005)| g‡bvbxZ `jxq cÖ`k©bx¸‡jvi †fZi 
10g (1992), 12Zg (1996), 13Zg (1998), 
15Zg (2002) Ges 16Zg (2005) b¨vkbvj 
AvU© Gw·wekb, XvKv; †UvwKI †g‡UªvcwjUb AvU© 
wgDwRqvg (2005); jvm& †fMvm& AvU© wgDwRqvg 
(2005); †Kvwiqvb dvD‡Ûkb KvjPvivj †m›Uvi 
(2009); †m‡UvwP †Uwiwbqvj (Setouchi Triennial) 
(2013); 16Zg Gwkqvb AvU© evB‡qwbqvj(2015); 
XvKv AvU© mvwgU (2016) D‡jøL‡hvM¨| XvKvq 
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Art Museum (2005); the Las Vegas Art Museum 

(2005); the Korean Foundation Cultural Centre 

(2009); the Setouchi Triennial (2013); the 16th 

Asian Art Biennale (2015); the Dhaka Art Summit 

(2016). Public collections that include her work 

are the National Museum, Dhaka, and Thimpu; 

the Latin American Art Museum, Miami; Birla 

Academy of Art and Culture, Kolkata; Youngone 

Corp., Seoul. 

KHADIM ALI
(b. 1978 Quetta, lives and works, Sydney, and Kabul)

Trained in classical miniature painting, Khadim 

Ali’s practice 

encompasses 

painting, textile 

and community-

based interventions.    

Influenced by the 

heroes and legends 

in the 10th century 

Persian epic poem, 

the ‘Shahnameh’ 

or ‘Book of Kings’, 

the mythological 

figures in his 

paintings—often 

in acts of arrival 

or departure—

deal directly with questions of loss, migration 

and displacement, referencing his childhood 

experience as a refugee in Pakistan after his 

family, who belong to the Hazara minority, fled 

Afghanistan to escape Taliban persecution. He 

studied at the National College of Arts, Lahore, 

Pakistan graduating with a BFA in 2003, and 

with his MFA from the College of Fine Arts, 

University of New South Wales in 2012. His 

recent exhibitions include: The National: New 

Australian Art, Museum of Contemporary Art, 

Aew¯’Z RvZxq Rv`zNi; wgqvwgi j¨vwUb A¨v‡gwiKvb 
AvU© wgDwRqvg; KjKvZvi weojv A¨vKv‡Wwg 
Ad& AvU© A¨vÛ KvjPvi; Ges wmI‡ji BqvsIqvb 
K‡c©v‡ik‡b Zvi wkíKg© ¯’vb †c‡q‡Q| 

Lvw`g Avjx
(Rb¥t 1978mv‡j cvwK¯Ív‡bi †Kv‡qUv†Z; evm¯’vb I Kg©¯’jt 

wmWbx, A‡÷ªwjqv I Kvezj, AvdMvwb¯Ívb) 

HwZn¨evnx wgwb‡qPvi wPÎwk‡í cÖwkw¶Z Lvw`g 
Avjxi wPÎKg© †evbv Kvco/‡U·UvBj I mgvRwfwËK 
AšÍe©Z©xZv‡K wN‡i ˆZwi nq| Zvi wP‡Îi †cŠivwYK 
PwiÎ¸‡jv 10g kZvãxi dvwm© gnvKve¨ kvn&bvgv 

Gi exi I wKse`šÍx 
Øviv e¨vcKfv‡e 
cÖfvweZ- A‡bK mgq 
AvMgb I cÖ¯’v‡bi 
‡ÿ‡Î- mivmwifv‡e 
¶wZ, †`kvšÍi Avi 
¯’vbP¨zwZi Mí Zz‡j 
a‡i| KvR¸‡jv Zvi 
ˆkk‡ei AwfÁZvi 
cÖm½ †U‡b Av‡b; 
Zv‡jevb wbcxob 
†_‡K evuP‡Z 
AvdMvwb¯Ívb n‡Z 
Zvi nvRviv †MvÎ 
AšÍf©z³ cwievi 
cvwK¯Ív‡b kiYv_©x 

wn‡m‡e Avkªq wb‡qwQ‡jb| wZwb cvwK¯Ív‡bi jv‡nv‡i 
Aew¯’Z b¨vkbvj K‡jR Ad& AvU©m& †_‡K 2003 
mv‡j weGGd wWwMÖ AR©b K‡ib Ges BDwbfvwm©wU 
Ad& wbD mvD_ I‡qjm& n‡Z 2012 mv‡j GgGdG 
m¤cbœ K‡ib| Zvi mv¤cÖwZK cÖ`k©bx¸‡jvi 
†fZi wmWbxi wgDwRqvg Ad& Kb‡U‡¤cvivwi 
AvU©-G AbzwôZ `¨v b¨vkbvjt wbD A‡÷ªwjqvb AvU© 
(2017), jvqb ev‡qwbqvj (2017); My‡MbnvBg, 
wbD Bq‡K© AbzwôZ †bv Kvw›Uªt K‡›U‡¤cvivwi 
AvU© Ad& mvD_ B÷ Gwkqv (2013; WKz‡g›Uv 
13 (2012); †fwbm ev‡qwbqvj (2009); Ges 
weªm‡e‡bi KzBÝj¨vÛ AvU© M¨vjvix‡Z AbzwôZ 5g 

Khadim Ali: (left to right) The Arrivals 2 and The Arrivals 4 (2017), inkjet, 

gouache and gold leaf on hahnemuhle paper.  Courtesy of the artist and 

Milani Gallery. 



99

Sydney (2017); the Lyon Biennale (2017); No 

Country: Contemporary Art for South East 

Asia, Guggenheim New York (2013); documenta 

13 (2012); the Venice Biennial (2009); and the 

5th Asia Pacific Triennale, Queensland Art 

Gallery, Brisbane (2006). His work is held 

in the collections of the National Gallery of 

Australia; QAGOMA, Brisbane; the Victoria and 

Albert Museum, London; and the Solomon R. 

Guggenheim Museum, New York.

MINAM APANG 
(b. 1980 Naharlagun, lives and works, Goa)

Minam Apang’s practice employs the medium 

of drawing to creating fantastical worlds 

influenced by the folktales and myths passed 

down orally by her tribe in India’s north-

easternmost state, Naharlagun  (where she 

was born). Attempting to reclaim her sense of 

location, Apang produces expansive, intricate 

imaginary landscapes, often with splashed 

ink, that are occasionally inhabited by hybrid 

creatures: symbolising her deep spiritual 

connection to who she is and where she came 

from. Apang received her BA in Studio Art 

Minam Apang:  Untitled (2017), charcoal on cloth. Courtesy of the artist and the Samdani Art Foundation. 

Gwkqv c¨vwmwdK †Uwibvj (2006) D‡jøL‡hvM¨| 
b¨vkbvj M¨vjvix Ad& A‡÷ªwjqv; wKDGwRIGgG, 
weªm‡eb; wf‡±vwiqv A¨vÛ A¨vj¡vU© wgDwRqvg, jÛb; 
Ges wbD Bq‡K©i mjgb Avi. My‡MbnvBg wgDwRqvg 
mg‚‡ni msMÖ‡n Zvi wkíKg© we`¨gvb|

wgbvg Avcvs
(Rb¥t 1980 mv‡j bvnvijv¸‡b; emevm I Kg©¯’jt †Mvqv, fviZ)

wgbvg A¨vcvs Gi Rb¥ fvi‡Zi DËic‚e©Zg iv‡R¨ 
Ges Zvi †Mv‡Îi gz‡Lgz‡L P‡j Avmv 
†cŠivwYK I †jvKMí Øviv cÖfvweZ †Lqvjx RMZ 
wPÎqb K‡iB Zvi PP©v M‡o I‡V| Avcvs cÖvqkB 
Kvwj wQwU‡q we¯Í…Z I RwUj Avi KLbI m¼i 
RxeRš‘mn †Lqvjx-`„k¨cU AvuKvevi gva¨‡g Zvi 
Ae¯’vbMZ †PZbv D×v‡ii †Póv K‡ib| GwU Zvi 
cwiPq I f‚wgi mv‡_ GKwU Mfxi Ava¨vwZ¥K 
m¤c‡K©i cÖZxKx¯^iƒc| 2002 mv‡j Avcvs Bwjbq, 
hz³iv‡óª Aew¯’Z Gj&gnv÷© K‡jR †_‡K ÷zwWI AvU© 
wel‡q we.G. cvk K‡ib Ges Gg.G. wWMÖx AR©b 
K‡ib fvi‡Zi gz¤^vB‡q Aew¯’Z m¨vi †R.‡R. ¯‹zj 
Ad AvU©m& n‡Z| Zvi D‡jøL‡hvM¨ cÖ`k©bx¸‡jvi 
g‡a¨ Ab¨Zg njt A¨vbv`vi g‚b ms, †nwi‡UR AvU© 
†¯cm, †Mvqv (2015); `¨v Avb‡Mvfvi‡bej&m, wbD 
wgDwRqvg, wbD BqK© (2012); †nvg Av‡MBb, `¨ 
nviv wgDwRqvg Ad& Kb‡U‡¤cvivwi AvU©, †UvwK‡qv 
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from Elmhurst College, Illinois, USA, in 2002 

and her MA from the Sir J.J. School of Art, 

Mumbai, India in 2005.  In 2017 she participated 

in the Khoj International Residency in Goa. 

Her selected exhibition history includes:   

Another Moon Song, Heritage Art Space, Goa 

(2015); The Ungovernables, New Museum, 

New York (2012); Home Again, the Hara 

Museum of Contemporary Art, Tokyo (2012); 

Prague Biennale V (2011); Homespun, Devi Art 

Foundation, New Delhi (2011); 6th Asia Pacific 

Triennial, Queensland Art Gallery (2009); and 

Present-Future, National Gallery of Modern Art, 

Mumbai (2005).

MUNEM WASIF 
(b.1983, Dhaka, lives and works, Dhaka)  

Munem Wasif investigates complex social and 

(2012); cÖvM evB‡qwbqvj 5 (2011); †nvg¯cvb, 
†`ex AvU© dvD‡Ûkb, wbD w`wjø (2011); 6ô Gwkqv 
c¨vwmwdK UªvB‡qwbqvj, KzBÝ&j¨vÛ AvU© M¨vjvix 
(2009); Ges †cÖ‡m›U-wdDPvi, b¨vkbvj M¨vjvix 
Ad& gWvb© AvU©, gz¤^vB (2005)|

gy‡bg Iqvwmd
(Rb¥t 1983, XvKv; emevm I Kg©¯’jt XvKv, evsjv‡`k)

gvbz‡li mv‡_ mivmwi I gvbwmK NwbôZv ˆZwii 
gva¨‡g gy‡bg Iqvwmd Zvi ˆkwíK fvlv, g‚jZ Zvi 
A`g¨ mv`v Kv‡jv Qwe¸‡jv w`‡q bvbvwea mvgvwRK 
I ivR‰bwZK mgm¨v I Am½wZ‡K cÖkœ K‡i hv‡”Qb| 
Iqvwm‡di cÖvqB MZvbzMwZK aviv Qvwo‡q hvb; 
cwiwPZ cÖvgvY¨-cÖKvkfw½ e¨envi Ki‡Z wM‡q 
wZwb wdKk‡bi m¤¢vebv wb‡q cix¶v K‡i _v‡Kb| 
wZwb Qwe †gjv- 7,8 I 9 Gi mn-ZË¡veavqK 
wQ‡jb Ges eZ©gv‡b cvVkvjv mvD_ Gwkqvb wgwWqv 
A¨vKv‡Wwg‡Z wk¶K wn‡m‡e Kg©iZ, †hLv‡b Zvi 

Left: Munem Wasif: Detail 1, Seed Shall Set Us Free (2017), grid of 36 cyanotype prints on acid free paper. 

Right: Munem Wasif: Detail 4, Seed Shall Set Us Free (2017), grid of 36 cyanotype prints on acid free paper.  

Both: Courtesy of the Artist and Project88, Mumbai.  
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political issues by getting cloose to people, 

both physically and psychologically, dealing 

with multiple questions and contradictions 

through his artistic language, which often 

employs stark black and white photography. 

Wasif often experiments beyond tradition, 

testing the possibilities of fiction, while using 

familiar documentary language. He was 

the co-curator of Chobi Mela VII, VIII and 

IX, and is a Faculty member at Pathshala 

South Asian Media Academy (where he also 

studied), regarding teaching and collaborating 

with a new generation of artists, as a part of 

his practice. Wasif’s solo exhibition history 

includes: Belonging, Gallery Clementine de la 

Feronniere, Paris (2012); and Salt Water Tears, 

Kunsthal Rotterdam, Netherland (2010). His 

work has also been included in: 9th Gwangju 

Biennale (2016); the Singapore Biennale (2016); 

Dhaka Art Summit (2016); You Cannot Cross the 

Sea Merely by Staring at the Waves, Krinzinger 

Projekte, Vienna (2016); Eyes on Bangladesh, 

New York (2014); and exhibited at the 

Fotomuseum Winterthur, Switzerland (2010). In 

2017, he was a finalist for Prix Pictet, recognised 

as the world’s leading prize for photography.

NILIMA SHEIKH 
(b. 1954, New Delhi, lives and works, Baroda) 

Nilima Sheikh is a painter and educator, and 

a member of the Baroda School of Indian 

painting, which experimented with the 

techniques and figuration of Indian miniature 

painting. Her deeply feminist practice weaves 

together personal narratives, with references 

from poetry, to create amorphous landscapes 

which explore questions of loss, exile and 

sexuality. She studied History at Delhi 

University between 1962 - 65, and Fine Art 

at the Faculty of Fine Arts, MS University of 

PP©vi Ask wn‡m‡e bZzb cÖR‡b¥i wkíx‡`i covb I 
GKB mv‡_ KvR K‡ib| Iqvwm‡di GKK cÖ`k©bxi 
g‡a¨ Ab¨Zg njt wejswMs M¨vjvix †K¬‡g›UvBb 
†` jv †d‡ivbvqvi, c¨vwim(2012), më IqvUvi 
wUqvim&, KzÝ_vj †ivUviW¨vg, †b`vij¨vÛ (2010)| 
GQvovI ¸qvsRz evB‡qwbqvj (2016); ¸qvsRz 
evB‡qwbqvj (2016); XvKv AvU© mvwgU 2016); BD 
K¨vb bU µm `¨ mx wgqviwj evq †÷qvwis A¨vU `¨v 
I‡qBfm&, wµbwhsMvi †cÖv‡R±, wf‡qbv (2016); 
AvBh& Ab evsjv‡`k, wbD BqK© (2014); Ges 
†dv‡UvwgDwRqvg DB›Uvi_vi, mzBRvij¨vÛ (2010) 
Gi GKwU cÖ`k©bx‡Z Zvi wkíKg© cÖ`wk©Z n‡q‡Q| 
2017 †Z wZwb cÖx wc‡±‡Ui dvBbvwj÷ wQ‡jb, 
hv c„w_exi Ab¨Zg †dv‡UvMÖvwd czi¯‹vi wn‡m‡e 
cwiwPZ|

bxwjgv †kL
(Rb¥t 1954 mv‡j wbD w`wjø‡Z; emevm Ges Kg©¯’jt ev‡iv`v, 

fviZ)

bxwjgv †kL GKRb †cB›Uvi Ges wk¶K; wZwb 
fviZxq wgwb‡qPvi †cBw›UsÕGi AvK…wZ I †KŠk‡ji 
M‡elYv cÖwZôvb ev‡iv`v ¯‹zj Ad& BwÛqvb 
†cBw›UsÕGi GKRb m`m¨| e¨w³MZ M‡íi ezb‡b 
I wKQz Kvwe¨K D‡jøL wb‡q Zvi cÖMvo bvixev`x 
PP©v M‡o D‡V‡Q; wZwb wbivKvi `„k¨cU ˆZwii 
gva¨‡g ¶wZ, wbe©vmb, I †hŠbZv‡K we‡kølY 
K‡ib| 1962-65 ch©šÍ wZwb w`wjø wek¦we`¨vj‡q 
BwZnv‡mi QvÎx wQ‡jb Ges 1971 mv‡j ev‡iv`v 
GgGm wek¦we`¨vj‡q wZwb PviæKjv Abzl` †_‡K 
PviæKjv wel‡q cvk K‡ib| Zvi GKK cÖ`k©bxi 
†fZi BP& bvBU czU Kvk¥xi Bb BIi Wªxgm&, 
AvU© BÝwUwUDU Ad& wkKv‡Mv (2014); M¨vjvwi 
GdAvBG, dvD‡Ûkb di BwÛqvb AvwU©÷m&, 
A¨vg÷viW¨vg (1998); Ges gz¤^vB‡qi g¨v· g‚jvi 
fe‡b AbzwôZ ms-‡¯cm (1995) Ab¨Zg| wbe©vwPZ 
MÖæc cÖ`k©bxi LvZvq i‡q‡Q WKz‡g›Uv 14 (2017); 
j¨vÛ‡¯‹c Ad w_w¼s †¯øvt Kb‡U‡¤cvivwi AvU© 
dÖg Pvqbv A¨vÛ BwÛqv, b¨vkbvj wgDwRqvg Ad& 
gWvb© A¨vÛ Kb‡U‡¤cvivwi AvU©, wmIj (2013); 
evsjv‡`k wkíKjv A¨vKv‡Wwg‡Z Av‡qvwRZ 7g 
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Baroda, graduating in 

1971. Significant solo 

exhibitions include: 

Each Night Put Kashmir 

In Your Dreams, Art 

Institute of Chicago 

(2014); Galerie FIA, 

Foundation for Indian 

Artists, Amsterdam 

(1998); and Song-

Space, at Max Muller 

Bhawan, Mumbai 

(1995). Selected group 

exhibitions include: 

documenta 14 (2017); 

Landscape of Thinking 

Slow: Contemporary 

Art from China & India, 

National Museum 

of Modern and 

Contemporary Art, 

Seoul (2013); the 7th 

Asian Art Biennale, 

and Contemporary 

Indian Art, both at the Bangladesh Shilpakala 

Academy, Dhaka (1995); Dispossession, Africus, 

1st Johannesburg Biennale, South Africa (1995); 

the 2nd Asia-Pacific Triennale of Contemporary 

Art, Brisbane (1966); and Pictorial Space, New 

Delhi (1977). Her work is included in collections 

internationally, including: J Paul Getty Museum, 

Los Angeles, USA; Bradford Museum and Art 

Gallery, Bradford UK; Queensland Art Gallery, 

Brisbane, Australia; and the Art Institute of 

Chicago, USA; among others.

PRABHAKAR PACHPUTE 
(b. 1986, Chandrapur, lives and works, Mumbai)

Prabhakar Pachpute’s practice draws on 

histories of labour and dispossession 

Nilima Sheikh: Construction Site (2010), caesin tempera on 

unstretched canvas.  Courtesy of the artist and Chemould 

Prescott Road. 

Gwkqvb AvU© evB‡qwbqvj 
Ges Kb‡U‡¤cvivwi 
BwÛqvb AvU© (1995); 
wW‡m&cv‡hkb, AvwdÖKvm, 
1g †Rvnv‡bmevM© 
evB‡qwbqvj, mvD_ 
AvwdÖKv (1995); 
2q Gwkqv-c¨vwmwdK 
UªvB‡qwbqvj Ad 
Kb‡U‡¤cvivwi AvU©, 
weªm‡eb (1966); Ges 
wc‡±vwiqvj †¯cm, 
wbD w`wjø (1977)| 
AvšÍR©vwZK cÖv½‡bI 
Zvi wkíKg© msM„nxZ 
i‡q‡Q, G¸‡jvi g‡a¨ 
†R cj †MwU wgDwRqvg, 
jm A¨v‡Ä‡jm&, hz³ivóª; 
e¨©vW‡dvW© wgDwRqvg 
A¨vÛ AvU© M¨vjvwi, 
e¨©vW‡dvW© hy³ivR¨; 
KzBbm&j¨vÛ AvU© M¨vjvwi, 
weªm‡eb, A‡÷ªwjqv; 
Ges AvU© BÝwUwUDU Ad& 

wkKv‡Mv, hy³ivóª D‡jøL‡hvM¨|

cÖfvKi cvPcy‡Z
(Rb¥t 1986, Pvu`czi; emevm I Kg©¯’jt gz¤^vB, fviZ)

cÖfvKi cvPcz‡Z Zvi wkíK‡g© Kqjv Lwbi kªg 
I AwaKviP¨zwZi BwZnv‡mi Dci Av‡jvKcvZ 
K‡i; Zvi cwiev‡ii wZbwU cÖRb¥ Pvu`czi Kqjv 
Lwb‡Z KvR K‡i‡Q Ges cvwievwiK Kvwnbx¸‡jvB 
Zvi Abzkxj‡bi wfwË| wZwb KLbI mivmwi 
†`qv‡j KvVKqjvi mzwekvj AjxK Qvqvg‚wZ© Gu‡K 
GB kªgwkí‡K wN‡i _vKv ivR‰bwZK mgm¨v 
¯cófv‡e dzuwU‡q Zz‡jb| wZwb QwÎmM‡oi ˆLiMo 
wek¦we`¨vj‡q PviæKjv wel‡q cov‡jLv K‡ib Ges 
cieZ©x‡Z ev‡iv`v GgGm wek¦we`¨vjq n‡Z fv¯‹h© 
wel‡q Aa¨qb K‡i‡Qb| Zvi GKK cÖ`k©bxi g‡a¨ 
Ab¨Zg njt nviweÄvim& Ad& †KIm (iæcvwj 
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associated with the 

coal mining industry, 

through the personal 

narratives of his family 

who have worked in 

Chandrapur’s mines 

for three generations. 

Excavating the political 

issues surrounding 

the industry, through 

large-scale charcoal 

murals, often drawn 

directly onto walls, he 

creates immersive installations, whose graphic 

imagery often passes into the phantasmagorical.  

He graduated in Fine Arts at the University of 

Khairagarh, Chhattisgarh, later continuing his 

education, studying sculpture at MS University 

of Baroda. His solo exhibitions, include: 

Harbingers of Chaos (with Rupali Patil), Bunkier 

Sztuki, Krakow (2017); No, it wasn’t the locust 

cloud, the National Gallery of Modern Art, 

Mumbai (2016); and The Land Eaters, Clark 

House Initiative (2012). He has also participated 

in numerous group exhibitions, including: 

Soil and Stones, Souls and Songs, Museum of 

Contemporary Art and Design, Manila (2016), 

which later toured to Para Site, Hong Kong 

and the Jim Thompson Art Centre, Bangkok 

(2017); 8th Asia Pacific Triennale (2016); the 

14th Istanbul Biennale (2015); 31st Sao Paolo 

Biennale (2014); Black OR White, at the Van 

Abbemuseum, Eindhoven (2013), and Le 

Exigence de Saudade, Kadist Art Foundation, 

Paris (2013).

PABLO BARTHOLOMEW 
(b. 1955, New Delhi, lives and works, New Delhi)

Pablo Bartholomew is an artist, photographer 

and photojournalist, most known for his work 

Prabhakar Pachpute: The Resistance Movement (2017), Charcoal 

and acrylic on canvas. Courtesy of the Samdani Art Foundation. 

Image credit to the artist and Experimenter.

cvwZ‡ji mv‡_), 
evbwK‡qi hzwK, K¨©v‡Kv 
(2017); †bv, BU 
IqA¨v‡q›U Av †jvKv÷ 
K¬vDW, `¨v b¨vkbvj 
M¨vjvwi Ad& gWvb© 
AvU©, gz¤^vB (2016); 
Ges `¨v j¨vÛ BUvim&, 
K¬vK© nvDh& Bwbwk‡qwUf 
(2012)| wZwb AmsL¨ 
`jxq cÖ`k©bx‡Z 
AskMÖnY K‡iwQ‡jb 

hv‡`i g‡a¨ Ab¨Zg njt m‡qj A¨vÛ †÷vbm&, 
†mvjm&, wgDwRqvg Ad& Kb‡U‡¤cvivwi AvU© A¨vÛ 
wWRvBb, g¨vwbjv (2016) hv c‡i c¨viv mvBU, ns 
Ks Ges wRg _¤cmb AvU© †m›Uvi, e¨vsKK ågY 
K‡i 2017 †Z; 8g Gwkqv c¨vwmwdK UªvB‡qwbqvj 
(2016); 14Zg B¯Ívbezj evB‡qwbqvj (2015); 
31Zg mvI cvI‡jv evB‡qwbqvj (2014); 2013‡Z 
AvBXb‡f‡bi f¨vb A¨v‡e wgDwRqv‡g AbzwôZ e ̈vK 
Ai †nvqvBU, Ges jv Gw·‡RÝ& `¨v mvD`v` A¨vU 
Kvw`÷ AvU© dvD‡Ûkb, c¨vwim (2013)|

cve‡jv ev‡_©vjwgD
(Rb¥t 1955, bZzb w`jøx; emevm I Kg©¯’jt bZzb w`jøx, fviZ)

cve‡jv ev‡_©vjwgD GKvav‡i GKRb wkíx, 
d‡UvMÖvdvi Ges †dv‡Uvmvsevw`K; Zvi cwiP‡qi 
g‚‡j i‡q‡Q †fvcvj M¨vm wech©‡qi KvRwU hvi 
Rb¨ wZwb 1984 mv‡j Iqvì© †cÖm †dv‡Uv Ad& `¨v 
Bqvi czi¯‹vi jvf K‡ib| Zvi evev n‡jb wiPvW© 
ev‡_©vjwgD, GKRb mzcwiwPZ wkí mgv‡jvPK whwb 
wØZxq wek¦hz‡× evg©vq Rvcvwb Avµg‡Yi mgq 
wgqvbgvi †_‡K cvwj‡q hvb; Zvi Kv‡QB cve‡jvi 
d‡UvMÖvwdi nv‡ZLwo| GKRb d‡UvMÖvdvi wn‡m‡e 
wZwb mvgvwRK msNvZ I cwieZ©b wPwÎZ K‡i‡Qb 
Ges Zvi wPÎKg© wbD BqK© UvBgm&, wbDRDBK, 
UvBg Ges b¨vkbvj wRIMÖvwdK Gi gZ AvšÍR©vwZK 
g¨vMvwh‡b cÖKvwkZ n‡q‡Q| fviZ I fvi‡Zi evB‡i 
Zvi cÖ`k©bx Av‡qvwRZ n‡q‡Q hvi g‡a¨ D‡jøL‡hvM¨ 
nj `¨v Av`vi BwÛqv, †m›Uvi cw¤cWy (2017); 
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on the Bhopal gas 

tragedy, for which he 

won the World Press 

Photo of the Year, in 

1984.  He was taught 

photography by his 

father, the art critic, 

Richard Bartholomew, 

who had fled Myanmar 

during the Japanese 

capture of Burma 

during WWII. As 

a photojournalist, 

he photographed 

societies in conflict and 

transition, and his work 

was published in such 

international magazines 

as New York Times, 

Newsweek, Time, and 

National Geographic. 

He has exhibited his 

work in India and 

abroad, most recently at Memories of the 

Future, at the Centre Georges Pompidou (2017) 

and the Dhaka Art Summit (2016). He has been 

awarded the Indian government’s Padma Shri 

Award in 2013, and the Chevalier de l’Ordre 

des Arts et des Lettres, on behalf of the French 

Republic in 2014. In 1975 he received his first 

World Press Photo award.

RAMESH MARIO NITHIYENDRAN 
(b. 1988, Colombo, lives and works, Sydney)

Ramesh Mario Nithiyendran works across 

the disciplines of printmaking and sculpture, 

producing large-scale, often rough, ceramic 

sculptures which champion the physicality 

of art making.  Stacked to form totems or 

perched atop customised plinths, his works 

Pablo Bartholomew: detail of DAS 2018 work in progress. 

Courtesy of the artist and Samdani Art Foundation.  

Ges XvKv AvU© mvwgU 
(2016)| 2013 †Z 
Zv‡K fviZxq miKvi 
cÙkªx Ges 2014 †dÖÂ 
wicvewj‡Ki n‡q ji‡Wª 
`¨vm& AvU©m& GZ& `¨vm& 
†jUvim& G f‚wlZ K‡i| 
1975 mv‡j wZwb Zvi 
cÖ_g Iqvì© †cÖm d‡Uv 
czi¯‹vi jvf K‡ib|

i‡gk gvwiI 
wbw_‡qb`ªvb
(Rb¥t 1988, K‡jv‡¤^v, 

wkªjsKv; emevm Ges Kg©¯’jt 

wmWbx, A‡÷ªwjqv)

i‡gk gvwiI wbw_‡qb`ªvb 
wcÖ›U‡gwKs Ges fv¯‹h© 
wefv‡M KvR K‡ib| 
wZwb e„nr AvK…wZi, 
cÖvqB iæ¶, wmivwg‡Ki 
fv¯‹h© ˆZwi K‡i‡Qb hv 

wkí ˆZwii ev¯ÍeZv‡K Rq K‡i‡Q| wj½, †hŠbZv 
Ges ag©‡K wN‡i ivRbxwZ‡K wZwb Zz‡j a‡i‡Qb 
DuPz¯’v‡b emv‡bv ¸”Q Kiv †Uv‡Ug Øviv| wZwb wbD 
mvD_ I‡qj&m& wek¦we`¨vjq n‡Z weGdG I GgGdG 
wWwMÖ jvf K‡ib h_vµ‡g 2011 I 2013 mv‡j| 
wbw_‡qb`ªv‡bi GKK cÖ`k©bxi g‡a¨ D‡jøL‡hvM¨ 
njt Bb `¨v wewMs, `¨ B‡qb cÆvi wgDwRqvg Ad 
AvU© (2016); gvW †gb, `¨v b¨vkbvj M¨vjvwi Ad& 
A‡÷ªwjqv, K¨vb‡eiv (2016); Ges AvwP©‡cjv‡Mv, 
†kcvU©b AvU© wgDwRqvg (2015)| wZwb †hmKj 
MÖæc cÖ`k©bx‡Z AskMÖnY K‡i‡Qb †m¸‡jv njt `¨v 
b¨vkbvjt wbD A‡÷ªwjqvb AvU©, K¨vwiRIqvK©m&, 
wmWbx (2017); Ges 2016 Gi KzqvÛz evB‡qwbqvj, 
KzqvÛz b¨vkbvj wbDwRqvg Ad& dvBb AvU©m&, 
UvB‡cB| wbw_‡qb`ªvb 2015 mv‡j wmWbx gvBqvi 
dvÛ, A‡÷ªwjqvb wmivwgK czi¯‹vi Ges 2014 mv‡j 
wbD mvD_ I‡qjm& wfh¨zqvj AvU© wgW-K¨vwiqvi/ 
B÷¨vwekW& †d‡jvwkc cyi¯‹vi AR©b K‡ib|
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reference idol forms through which he 

explores the politics of gender, sexuality, and 

religion. He studied at the College of Fine 

Arts, University of New South Wales, earning 

his BFA, with honours, in 2011 and his  MFA in 

2013. Nithiyendran’s solo exhibitions include: 

In the Beginning, The Ian Potter Museum of 

Art (2016); Mud Men, The National Gallery of 

Australia, Canberra (2016); and Archipelago, 

Shepparton Art Museum (2015); and has 

participated in group exhibitions including: The 

National: New Australian Art, Carriageworks, 

Sydney (2017); and The 2016 Kuandu Biennale, 

Kuandu National Museum of Fine Arts, Taipei. 

Nithiyendran won the Sidney Myer Fund 

Australian Ceramic Award (2015); and was 

awarded the NSW Visual Art Mid-career/

Established Fellowship (2014).

SHAHID SAJJAD 
(b. 1936, Muzaffarnagar, d. 2014, 

Karachi)

Shahid Shajjad is 

amongst the most 

significant figures in 

South Asian modernism. 

A sculptor, educator, 

and organiser, he was 

one of the founding 

members of the Indus 

Valley School of Art and 

Architecture in Karachi. 

Shajjad travelled 

prolifically throughout 

his life, and between 

1959-63, journeyed 

by motorcycle from 

South-Asia, through the 

Middle-East, to Europe.  

Returning to South 

Asia, he lived in the 

kwn` mv¾v`
(Rb¥t 1936 mv‡j gyRvddi bMi, e„wUk fviZ| g„Z¨zt 2014 

mv‡j cvwK¯Ív‡bi KivwP‡Z|)

`w¶Y Gkxq AvaywbK wPšÍvavivq kwn` mv¾v` 
GKRb ¸iæZ¡c‚Y© e¨w³Z¡| wZwb GKvav‡i GKRb 
¯’cwZ, wk¶K I msMVK, Ges KivPxi BÛvm& f¨vwj 
¯‹zj Ad& AvU© A¨vÛ AvwK©‡UKPvi -Gi cÖwZôvZv 
m`m¨| wZwb GKwU m„Rbkxj Rxeb hvcb K‡i‡Qb; 
1959 †_‡K 1963 Gi †fZi wZwb †gvUimvB‡K‡j 
K‡i `w¶Y Gwkqv †_‡K ga¨cÖvP¨ n‡q BD‡iv‡c hvÎv 
K‡ib| `w¶Y Gwkqvq †diZ G‡m wZwb evsjv‡`‡ki 
`w¶Yc‚‡e© iv½vgvwU cve©Z¨ AÂ‡j emevm ïiæ K‡ib 
(1965-67) †hLv‡b wZwb `zB eQi a‡i KvV wb‡q 
KvR K‡iwQ‡jb Ges Gi ciB c¨vwi‡m wZwb cj 
MwRb Gi ZvwnwZqvb wkíK‡g©i ms¯c‡k© Av‡mb 
hv Zv‡K Avw`evmxq iæ‡ci Dc¯’vcbvq AvMÖnx K‡i 
†Zv‡j| Rvcvb Ges `w¶Yc‚e© Gwkqvq ågb K‡i 

evjxwbh& KvV-‡Lv`vB 
Kjv‡KŠk‡j gMœ n‡q 
I‡Vb| kwn` mv¾v‡`i 
AmsL¨ GKK cÖ`k©bxi 
g‡a¨t gvB wcÖwgwUfm&, 
†PŠKwÛ M¨vjvix, KivPx 
(1994); ¯‹víPvi Bb 
†eªvÄ, A¨v‡Uwj‡qi 
weGg, KivPx (1978); 
Ges †cBw›Usm& Wªwqsm& 
A¨vÛ KvifW& wiwjfm&, 
AvU©m& KvDwÝj Ad& 
cvwK¯Ívb, KivPx (1978) 
Ab¨Zg| BkZvKjvj 
11 †dw÷fvj, RvKvZ©v, 
B‡›`v‡bwkqv (1995); 
5g B›Uvib¨vkbvj Kvq‡iv 
evB‡qwbqvj, Kvq‡iv, 
wgki (1994); 6ô 
Gwkqvb AvU© evB‡qwbqvj, 
XvKv (1993); Ges 
BwÛqvb UªvB‡qwbqvj 

Shahid Sajjad: My Primitives (1994) in the artist’s studio. 
Courtesy of the Shahid Sajjad Estate.  
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Rangamati Hill Tracts in Southeast Bangladesh 

(1965-67), where he spent two years working 

with wood, following a profound encounter 

with Paul Gaugin’s Tahitian body of work in 

Paris, which sparked his interest in indigenous 

modes of representation in South Asia.  He 

had also travelled to Japan, and Southeast 

Asia, where he immersed himself with learning 

Balinese wood-carving techniques. Shajjad has 

held numerous solo exhibitions which include: 

My Primitives, Chawkandi Gallery, Karachi 

(1994) Sculpture in Bronze, Atelier BM, Karachi 

(1978); and Paintings, Drawings and Carved 

Reliefs, Arts Council of Pakistan, Karachi (1964);. 

He also exhibited in the Istaqlal 11 Festival, 

Jakarta, Indonesia (1995); 5th International Cairo 

Biennial, Cairo, Egypt (1994); 6th Asian Art 

Biennale, Dhaka (1993); and the Indian Triennial 

(1991). His work is included in the collections of 

the National Gallery of Jordan, and the Seoul 

Olympic Sculpture Park.

SOE YU NWE 
(b. 1989, Yangon, lives and works, Yangon)

As a third-generation Chinese immigrant 

in Myanmar, Soe Yu Nwe’s practice draws 

inspiration from Buddhist and Animistic 

religious beliefs, and Chinese cultural practices. 

(1991) Zvi KvR cÖ`wk©Z nq| b¨vkbvj M¨vjvix 
Ad& RW©vb Ges wmIj Awjw¤cK ¯‹víPvi cvK©, 
†Kvwiqvi msMÖ‡n Zvi wkíKg© i‡q‡Q|

†mv BD bz‡q
(Rb¥t 1989 mv‡j Bqv‡½vb, emevm I Kg©¯’jt Bqv‡½vb, 

wgqvbgvi)

wZwb wgqvbgv‡i Z…Zxq cÖR‡b¥i PvBwbR Awfevmx, 
†eŠ× I Gwbwgw÷K ag©xq wek¦vm Ges PvBwbR 
msw¯ŒwZ †_‡KB †mv BD bz‡qi mKj Kv‡Ri 
Abz‡cÖiYv| wZwb g‚jZ wmivwgK wb‡q KvR K‡ib; 
Zvi AvuKvevuKv Kv‡Ri †fZi cwiPq I Awfevmb 
m¤cwK©Z cÖkœ D‡V G‡m‡Q, D‡V G‡m‡Q kixi 
I cÖK…wZi GKwÎZ Kvwe¨K Dc¯’vcbv †hb wZwb 
GB wek¦vq‡bi av°vq Zxeª MwZ‡Z cwieZ©bkxj 
mgv‡R e¨w³i Aw¯ÍZ¡ wb‡q cÖkœ Qzu‡o w`‡”Qb| 
BD bz‡q wgqvbgv‡ii Bqvs‡Mv‡b 2017 mv‡j 
cÖ_g GKK cÖ`k©bx K‡ib| Zvi mv¤cÖwZK MÖæc 
cÖ`k©bx¸‡jvi g‡a¨ Avi Gg G BÝwUwUDU, e¨vsKK 
(2017); I‡qBh Ad †K¬t cv‡¯c©w±fm UzqvW© `¨ 
wdDPvi, †dv_© RvKvZ©v Kb‡U‡¤cvivwi wmivwg· 
evB‡qwbqvj(2016); Ges `¨ wUª Ad jvBdt `¨ 
†dv_© mvD_B÷ Gwkqvb wmivwg· GMwhwekb, 
Avqvjv wgDwhqvg, wdwjcvBÝ(2016)| 

†mvwbqv RveŸvi
(Rb¥t 1964 mv‡j †KvjKvZvq, emevm I Kg©¯’jt `vwR©wjs, 

fviZ)

Soe Yu Nwe: Installation view of On Ghost (2016), sagger fired ceramics with sand, salt, underglaze and oxides, cone 10. 

Courtesy of the artist and Myanm/art. 
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Working primarily with ceramics, her sinuous 

forms explore questions of identity and 

migration, poetically depicting both nature 

and the body, as she ponders the complexities 

of individual identity in our rapidly changing 

globalised society. Yu Nwe had her first solo 

exhibition in 2017 at Myanm/art, Yangon.  Her 

recent group exhibitions include: Flux: Ceramics 

Triennial, Woods-Gerry Gallery, Rhode Island 

School of Design, USA (2017); Mud of Asia, 

RMA Institute, Bangkok (2017); Ways of Clay: 

Perspectives Toward the Future, 4th Jakarta 

Contemporary Ceramics Biennale (2016); 

and The Tree of Life: the 4th Southeast Asian 

Ceramics Exhibition, Ayala Museum, Philippines 

(2016).  

SONIA JABBAR
(b. 1964, Calcutta, lives and works, Darjeeling)

Sonia Jabbar is a 

writer, journalist, 

photographer, 

filmmaker and peace 

activist. She worked 

in Kashmir addressing 

issues of human rights 

in her reportage and 

art practice, between 

1995-2010, during which 

time she produced 

Granted Under Fear 

(2007). She has shown 

her work at both film 

festivals, as well as 

exhibitions including Nameless Forevermore, 

Khoj International Artists Association (2015). 

Sonia Jabbar received the WISCOMP (Women 

in Security, Conflict Management and Peace) 

Scholar of Peace, 2000, and was a Bellagio 

Scholar in 2008.

†mvwbqv RveŸvi GKRb †jwLKv, mvsevw`K, 
d‡UvMÖvdvi, Pjw”PÎ wbg©vZv Ges kvwšÍKg©x| †h 
mg‡qi g‡a¨ wZwb MÖv‡›UW AvÛvi wdqvi cÖKvk 
K‡ib A_©vr 1995- 2010 ÔGB mg‡qi g‡a¨ 
Kvk¥x‡ii gvbevwaKvi I wewfbœ mgm¨v wb‡q Zvi 
wi‡cvU©mg‚‡n Ges ˆkwíK Abzkxj‡b mgv‡b KvR 
K‡i †M‡Qb| Pjw”PÎ Drme¸‡jv‡Z †Zv Zvi KvR 
†`Lv‡bv n‡q‡QB, mv‡_ Zvi cÖ`k©bx¸‡jvi g‡a¨ 
†bg‡jm d‡ifvi‡gvi, †LvuR B›Uvib¨vkbvj AvwU©÷ 
G¨v‡mvwm‡qkb (2015) D‡jøL‡hvM¨| †mvwbqv 
WISCOMP (DB‡gb Bb wmwKDwiwU, Kbwd¬± 
g¨v‡bR‡g›U Ges wcm) ¯‹jvi Ad wcm, 2000, 
Ges 2008 mv‡j †ejvwRI ¯‹jvi wn‡m‡e f‚wlZ 
nb| 

exi gzÝx
(Rb¥t 1955 mv‡j kªxbM‡i, emevm I Kg©¯’jt bZzb w`jøx, 

fviZ) 

exi gzÝx †cBw›Us, BÝU‡jkb, d‡UvMÖvwd Ges 
wfwWI wb‡q KvR K‡i 
_v‡Kb| Kvk¥x‡i Zvi 
Rb¥ I †e‡o IVv| wKš‘ 
Kvk¥x‡ii wbqš¿Y wb‡q 
fviZ I cvwK¯Ív‡bi 
g‡a¨ 1990 mv‡ji w`‡K 
†h Ø›Ø dzu‡m DV‡Z ïiæ 
nq Zvi djmªæwZ‡Z 
†MvôxMZ weev‡`i wkKvi 
n‡q Zvi cwievi Kvk¥xix 
cwÐZ‡`i mv‡_ cvwj‡q 
hvq| iv‡R¨ N‡U hvIqv 
ivR‰bwZK Ø›Ø, fvi‡Zi 
AwaKv‡i _vKv Kvk¥x‡i 
N‡U hvIqv mwnsmZvi 

wPÎ Ges Zv‡`i †`k †Q‡o cvwj‡q DØv¯‘ n‡q hvevi 
AwfÁZvB Zvi Kv‡Ri g‚j cÖwZcv`¨| gzÝx 1976 
mv‡j Kvk¥xi wek¦we`¨vjq, kªxbMi n‡Z weG wWwMÖ 
AR©b K‡ib Ges 1981 mv‡j GgGm BDwbfvwm©wU 
Ad ev‡iv`v n‡Z we Gd G m¤cbœ K‡ib| gzÝxi 
D‡jøL‡hvM¨ cÖ`k©bx¸‡jvt wW‡mbvm, weKv‡bi nvDh, 

Sonia Jabbar: Granted Under Fear (2009), still from video 

installation. Courtesy of the artist.  
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VEER MUNSHI 
(b. 1955, Srinagar, Kashmir, lives and works, New Delhi)

Veer Munshi works with painting, installation, 

photography and video. He was born and 

brought up in the Kashmir valley but in 1990, 

with the escalation of the conflict between 

India and Pakistan over the control of the 

territory of Kashmir, and the rise in communal 

hostilities, his family became part of the exodus 

of Kashmiri pundits. His work addresses the 

political conflict in his home state, weaving in 

images of violence from India-occupied Kashmir 

and his experience as an exiled refugee. Munshi 

earned a BA from Kashmir University, Srinagar, 

in 1976, and a BFA from the MS University of 

Baroda in 1981. Munshi’s exhibition history 

includes:  Dissensus, Bikaner House, New Delhi, 

India (2017); Familiar Stranger, A4 Centre for 

Contemporary Asian Art Sydney, Australia 

(2017); The Sahmat Collective, Smart Museum 

of art, Chicago (2013); ZIP Files, foundation 

b&g, Mumbai (2009); Image, Music and Text, 

SAHMAT, New Delhi (2009); the 11th Asian 

Art Biennale, Dhaka (2004); and Ways of 

Resistance, SAHMAT, New Delhi (2002). 

bZzb w`jøx, fviZ(2017); d¨vwgwjqvi †÷ªÄvi, 
A4 †m›Uvi di Kb‡U‡¤cvivwi Gwmqvb AvU© wmWwb, 
A‡÷ªwjqv(2017); `¨ mvngvZ Kv‡jw±f, ¯§vU© 
wgDwRqvg Ad AvU©, wkKvM (2013); ZIP dvBjm, 
dvD‡Ûkb b&g, gz¤^vB (2009); B‡gR, wgDwRK 
GÛ ‡U·U, SAHMAT, bZzb w`jøx (2009); `¨ 
11th Gwkqvb AvU© evB‡qwbqvj, XvKv(2004); 
Ges I‡qBh Ad †iwm‡÷Ý, SAHMAT, bZzb 
w`jøx(2002)| bZzb w`jøx(2002)|

Above: Veer Munshi: Film still, Leaves like Hands of Flame (2010).  Courtesy of the artist and 

Latitude 28.

Right: Raqib Shaw The Adoration (After Jan Gossaert) 2015-2016. acrylic liner, enamel and rhinestone on birchwood. 

Photographed by Ben Westoby. Courtesy White Cube, London, Hong Kong. Copyright Raqib Shaw. 
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RAQIB SHAW 
(b. 1974, Calcutta, lives and works,  

London)

Raqib Shaw is known for his intricate large 

scale paintings that often dwell on the 

phantasmagorical. His unique technique, where 

pools of enamel and metallic industrial paints 

are manipulated to the desired effect with a 

porcupine quill, referencing the embroidery 

techniques of his native Kashmir, to create 

fantastical gardens. He received his BA and MA 

from Central Saint Martin’s in London. Shaw 

has exhibited internationally, most notably in 

Without Boundary, MoMA New York (2006), 

Around the world in Eighty Days, ICA London 

(2006), the 6th Gwangju Biennale, South Korea 

(2006), the 17th Biennale of Sydney (2010) and 

the 7th Asia Pacific Triennial of Contemporary 

Art (2012). Major solo exhibitions include 

Museum of Contemporary Art, Miami (2006), 

Art Now, Tate Britain (2006), The Metropolitan 

Museum, New York (2008), Kunsthalle Wien 

(2009), Manchester Art Gallery (2013), Galerie 

Rudolfinum, Prague (2013) and the Whitworth 

Gallery (2017). His work is included in the 

collections of the Metropolitan Museum of Art, 

and the Museum of Modern Art, New York; 

the Tate, UK, and the Nelson Atkins Museum, 

Kansas City. 

ABANINDRANATH TAGORE
(b. 1851, Calcutta, d. 1951 in Calcutta)

A key figure of the Bengal Renaissance, 

Abanindranath Tagore’s art aimed to create an 

authentic Indian art as opposed to Western 

forms, both as an anti-colonial discourse and as 

a spiritual awakening. He did away with the use 

of oils and pastels for the use of water colour 

in favour of Japanese brush stroke technique 

to develop a more uniquely Indian style within 

a pan-Asian aesthetic. Abanindranath first 

ivwKe k
(Rb¥t 1974, KjKvZv, fviZ; emevm I Kg©¯’jt 
jÛb hz³ivóª)
ivwKe kÕi ‡kŠwLb I e„nr †cBw›Us¸‡jvq RwUj I 
m‚² KvR, mg„× iO Ges Rni‡Zi gZ gm„Y Rwgb 
i‡q‡Q ‡hLv‡b cÖvP¨ I cvðv‡Z¨i ag©xq iæcK_vq I 
†cŠivwYK M‡íi wbKl I fqsKi wPÎ mg‚n jzwK‡q 
Av‡Q| 1998 mv‡j jÛ‡b P‡j hvb, †mLv‡b †m›Uªvj 
†mB›U gvwU©b ¯‹zj Ad& AvU© n‡Z we.G. Ges Gg.G. 
wWwMÖ jvf K‡ib| k AmsL¨ AvšÍR©vwZK cÖ`k©bx‡Z 
AskMÖnY K‡i‡Qb, hvi g‡a¨ g¨vb‡P÷vi AvU© 
M¨vjvwi (2013), cieZ©x‡Z (2013) cÖv‡Mi M¨vjvwi 
iæ‡Wvjdxbv‡g AbzwôZ; A¨ve‡mÝ Ad& MW, KzÝ_vj 
IqvB‡qb (2009); `¨v †g‡UªvcwjUb wgDwRqvg, wbD 
BqK© (2008); wgDwRqvg Ad& Kb‡U‡¤cvivwi AvU©, 
wgqvwg (2006); AvU© bvD, †UU, weª‡Ub (2006) 
D‡jøL‡hvM¨| Ab¨Zg MÖæc cÖ`k©bx¸‡jvi g‡a¨ 7g 
Gwkqv c¨vwmwdK UªvB‡qwbqvj Ad& Kb‡U‡¤cvivwi 
AvU© (2012); 17Zg evB‡qwbqvj Ad& wmWbx 
(2010); DB`vDU evDÛvwi, GgIGgG, wbD 
BqK© (2006), A¨vivDÛ `¨v Iqvì© `¨v Bb GBwÆ 
†Wh&, AvBwmG jÛb (2006), Ges 6ô ¸qvsRzz 
evB‡qwbqvj, mvD_ †Kvwiqv (2006)| †g‡UªvcwjUb 
wgDwRqvg Ad& AvU©, wgDwRqvg Ad& gWvb© AvU©, wbD 
BqK©; †UU, hz³ivR¨; †bjmb A¨vUwKÝ& wgDwRqvg, 
K¨vbmvm wmwU, hz³ivóª|
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created the ‘Indian Society of Oriental Art’ 

and later went on to establish the Bengal 

School of Art. His sole aim for establishing the 

school was to counter the English influence on 

Indian artists, and his legacy remains present 

in Bangladesh’s art 

schools as “oriental 

art” continues to be 

taught at the Faculty 

of Fine Arts, University 

of Dhaka and in 

Rajshahi. 

UTAGAWA 
HIROSHIGE
(b. 1797 in Edo, d. 1858 in Edo 

(Tokyo))

Utagawa (Ando) 

Hiroshige is 

considered to be 

one of the greatest 

masters of landscape 

print making in the 

history of Japanese 

art from the Edo 

period, especially 

renowned for his use 

of colour. Influenced 

by Hokusai and 

also by  Chinese 

art, Hiroshige had a significant impact on 

modern artists in Europe such as Van Gogh, 

Pierre Bonnard and Paul Gaugin as a result 

of the Japonism movement in the 1860s and 

1870s. Along with Kunisada (1786–1865) and 

Kuniyoshi (1797–1861), Hiroshige was a member 

of the Utagawa school. Hiroshige dominated 

landscape printmaking during the 1840s and 

1850s with his signature style of intimate, small-

scale scenic travel prints. Working within the 

genre of famous places (meisho-e), he depicted 

Utagawa Hiroshige (1797-1858): Moon Pine, Ueno (1857-1858), 

woodcut on paper.  Collection of the Whitworth, the University 

of Manchester.
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the exploits of travellers making their way 

along famous routes, in all weathers - becoming 

known as “the artist of rain, snow and mist” - 

in a style which became immensely popular 

with all classes of urban customer. (NB: During 

the 18th and 19th centuries, in Japan, tourism 

became a boom industry, leading to an upsurge 

in popular interest in travel locations. Ukiyo-e 

prints thus acted as the forerunner of travel 

photographs.) Hiroshige 

used the finest 

printing techniques 

- embossing, fabric 

printing, blind printing, 

and glue printing - 

including the addition 

of mica, which created 

unique iridescent 

effects. 

UTAGAWA 
KUNIYOSHI
(b. 1797, Edo, d. 1861, Edo 

(Tokyo))

Utagawa Kuniyoshi, a 

master of Japanese 

art from the Edo 

period and part of 

the Utagawa school, 

is known for his 

woodblock prints 

and paintings, where 

he often used dark 

and gritty or bright and vibrant colours in his 

work, reflecting his early period working in the 

silk-dying industry with his father. His works 

highlighted the changing times in Japan at the 

end of the Shogunate era. The Tenpō Reforms 

of 1841–1843 aimed to alleviate economic crisis 

by controlling public displays of luxury and 

wealth, and the illustration of courtesans and 

Utagawa Kuniyoshi (1798-1861): Courtesan with a Dog (1942), 

woodcut print. Collection of the Whitworth, the University of 

Manchester.
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actors in ukiyō-e was officially banned at that 

time. This may have had some influence on 

Kuniyoshi’s production of caricature prints 

or comic pictures (giga), which were used 

to disguise actual actors and courtesans. 

Many of these symbolically and humorously 

criticised the shogunate and became popular 

among the politically dissatisfied public. The 

artist possessed a collection of Western 

engraving prints, and Kuniyoshi prints show 

some influence of Western style painting and 

printmaking through the use of the Western 

perspective, the way he designed clouds and 

the way he tried to show the effects of light 

and shadow. Kuniyoshi achieved his commercial 

and artistic breakthrough through his unique 

depiction of warriors which depicted legendary 

popular figures with some added fantastical 

layers of dreams, ghosts, omens, and super 

powers. While working as an artist, Kuniyoshi 

ran a studio and trained artists in the Ukiyo-e 

style. 
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BEARING POINT 5
RESIDENCE TIME

ANDREW ANANDA VOOGEL, ANOKA FARUQEE, CHARLES LIM YI YONG, GAN CHIN LEE, 
KAMRUZZAMAN SHAHDIN, LIU XIAODONG, LUCY RAVEN, NABIL RAHMAN, PRATCHAYA PHINTHONG, 

SHAHIDUL ALAM, SUBAS TAMANG, YASMIN JAHAN NUPUR

Charles Lim: SEA STATE 6: phase1 (2015), film still. Courtesy of the artist.  

Though the city and its civilisation  
will be changed,

I’ll live forever
In the heart of the buildings 

And in the core of technology everywhere – 
You’ll find me there…

Though my tears satisfy the thirst of the 
city,

It will forget me by and by!
But like the waters on the  

high waves of the river,
I’ll survive and I’ll be there.

The sweat of my tired body has
Become the moisture of the city,
and in this moisture, I’ll survive.

I live forever.
Immortal, MD Sharrif Uddin 2015  1

hw`I G kni Avi Gi mf¨Zv e`‡j hv‡e,
Avwg wPiKvj †eu‡P _vK‡ev

Gi feb¸wji AšÍ‡i
Avi me©Î cÖhyw³i gg©¯’‡j-
Avgv‡K †Zvgiv Lyu‡R cv‡e...

hw`I Avgvi AkÖæ G kn‡ii Z…òv †gUvq,
Kvjµ‡g G kni Avgv‡K fy‡j hv‡e!
wKš‘ b`xi D”P Zi‡½i R‡ji gZ,

Avwg †eu‡P _vK‡ev Ges †mLv‡b iB‡ev
Avgvi K¬všÍ kix‡ii †¯^`

G kn‡ii Av`ª©Zv,
Avi G Av`ª©Zvq, Avwg †eu‡P _vK‡ev|

Avwg wPiKvj †eu‡P _vK‡ev|

Awebk¦i, †gvt kwid DwÏb, 20151

w`K wb‡`©kK 5
AvevwmZ mgq 
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Singapore based Bangladeshi migrant 

construction worker MD Sharif Uddin wrote1 

these painfully optimistic words, reminding 

us of the unacknowledged blood and sweat 

of the often-invisible community of South 

Asian labourers (including over ten million 

Bangladeshis) in building the physical 

infrastructure of growing nations primarily 

in the Gulf and Southeast Asia. He points to 

what Christina Sharpe, writing in relation to 

the decomposition of the bodies of the slaves 

thrown overboard during the Trans-Atlantic 

Slave Trade, has termed ‘residence time’: “The 

amount of time it takes for a substance to enter 

the ocean and then leave the ocean is called 

residence time. Human blood is salty, and 

sodium… has a residence time of 260 million 

years. And what happens to the energy that is 

produced in the waters? It continues cycling 

like atoms in residence time.”2  In a similar vein, 

Sharif Uddin’s words alert us to the atomised 

after-life of the bodies of migrant workers, 

which become coded into the bloodstreams 

of the cities they help construct. Defying the 

reduction of their lives to a time defined by 

labour, he chooses to inhabit a timescale that is 

almost geological in its scope. 

The conditions of exploitation and indignity that 

migrant workers can be forced to live with, and 

often die under, has been widely chronicled, 

by labour organisations, the media, as well 

as artists from all over the world. However, 

to portray these individuals simply as victims 

belies the deep complexities of their existence 

as human beings with hopes, dreams and 

agency. Standing in the air on scaffolding, laying 

wm½vcyi cªevmx evsjv‡`kx wbg©vY kªwgK †gvt kixd 
DwÏ‡bi †jLv GB gg©vwšÍK A_P Avkvev`x kã¸wj 
Avgv‡`i ¯§iY Kwi‡q †`q, DcmvMixq AÂj I 
`w¶Y Gwkqvi weKvkgvb †`k¸wji †fŠZ AeKvVv‡gv 
wbg©v‡Y cªvqk A‡MvP‡i _vKv  `w¶Y Gkxq kªwgK 
m¤cÖ`v‡qi (hvi g‡a¨ GK †KvwUiI †ewk evsjv‡`kx 
AšÍf©y³) f~wgKv| GKB fv‡e wµw÷bv kvc© hLb 
A¨vUjvw›UK gnvmvM‡i `vm ißvwbi mgq ‡h `vm†`i 
mgy‡`ª †d‡j nZ¨v Kiv nq Zv‡`i †`n bó nIqv 
m¤ú‡K© ‡j‡Lb: ÒhZUv mgq jv‡M GKwU `ªe¨‡K 
mgy‡`ª XzK‡Z Ges Zvi †kl wPý‡K mgy`ª Qvo‡Z Zv‡K 
ejv †h‡Z cv‡i AvevwmZ mgq| gvby‡li i³ †bvšÍv, 
Ges †mvwWqv‡gi AvevwmZ mgq n‡jv 260 wgwjqb 
eQi| Ges †h †ZR R‡j Avwewf©Z nq ? Zv GUg Gi 
gZ Nyi‡Z _v‡K AvevwmZ mgq‡q|Ó kwin DwÏ‡bi 
KweZvq Avgiv †`wL, †h AvevwmK kÖwgK‡`i ‡`‡ni 
wPý Zviv GKB fv‡e †h kni ¸wj m„wó K‡i Zvi i³ 
avivq †i‡L hvq| Zv‡`i Rxe‡bi kÖgeva¨Zv †_‡K 
cvwj‡q †h‡Z Zviv Ab¨ mgq avivq cÖ‡ek K‡i †hwU 
cÖvq †fŠMwjK Q‡›` P‡j|     

 †h †kvlY I Aegvbbvi g‡a¨ cªevmx kªwgK‡`i Rxeb 
wbe©vn Ki‡Z nq Ges A‡bK mgq wbnZ n‡Z nq, 
†m welq¸wj wek¦e¨vcx kªwgK msMVb I MYgva¨‡gi 
cvkvcvwk wkíx‡`i ØvivI e¨vcKfv‡e wee„Z n‡q‡Q|
¯‹¨v‡dvwìs-Gi (wbg©vY Kv‡R e¨eüZ SyjšÍ gvuPv) 
Dci `vuwo‡q, mgy‡`ª wbgw¾Z Ae¯’vq †Uwj‡hvMv‡hvM 
K¨vej emv‡bvi mgq A_ev wfbœ UvBg †Rvb †_‡K 
Kj †m›Uvi †mev cª`v‡bi mgq - GB Kg©iZ kixi¸wj 
AwaKvsk †¶‡ÎB A`„k¨, A_P we‡k¦i mePvB‡Z my`„k 
I AvaywbK wmwU‡¯‹c wbg©v‡Y Zvuiv mnvqK wQ‡jb, 
cvkvcvwk ‰e‡`wkK gy`ªv cvwV‡q Zvuiv `w¶Y Gwkqvi 
Av_©-mvgvwRK Dbœq‡bI f~wgKv ivL‡Qb|

cwihvqb †gv‡UI †KvbI GKgyLx ej bq - A‡bK 
mgq cwihvq‡bi d‡j ¯’vbvšÍ‡ii RwUj AvšÍtm¤úK© 
wewkó GKvwaK †bUIqvK© M‡o I‡V, Gme †bUIqvK© 

1 Sharif Uddin Md, Stranger to Myself, Landmark Books, Singapore
2 Sharpe, Christina, In the Wake: On Blackness and Being, Duke University 

Press, Durham, 2016. 
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telecommunications cables while submerged 

under the sea, or manning call centres while 

suspended in a foreign time zone– these 

toiling bodies are mostly invisible, yet they are 

instrumental in fashioning many of the world’s 

most picturesque and futuristic cityscapes. 

They are also partly responsible for the 

simultaneous socioeconomic development of 

South Asia through the money they send home. 

Through empathy and through collaboration, 

the artists in this Bearing Point move past 

the narrative of victimhood to deal with the 

nuances of this complex issue that is pivotal in 

understanding 21st century South Asia. 

Migration is never a unidirectional force – it 

leads to inter-woven networks of movement 

that interact with and shape each other. 

Kamaruzzaman Shahdin’s work Haven is 

Elsewhere (2017-2018), the newest iteration of 

an ongoing community project, embodies the 

common quest of most migrants and refugees: 

the search for a “safe haven.” In Kamruzzaman’s 

work, internally migrated people in Thakurgaon 

in Northwest Bangladesh create a quilt from 

the abandoned clothes of displaced people 

from Southern Bangladesh- the border 

demarcating South and Southeast Asia. These 

clothes carry the pain, tears and trauma of 

displacement. Many of these were collected 

from people who were illegally trafficked as 

forced labourers into Thailand and Malaysia, 

some of these were abandoned by the newly 

arrived Rohingya refugees who accepted new 

clothes given by local people and NGOs in 

Bangladesh. The clothes have been collected 

over a period of 1.5 years by the artist, along 

with the narratives of displaced people. These 

are then sewn together by the internal migrant 

community in Thakurgaon and embellished 

wg_w®Œqvi gva¨‡g ci¯úi‡K iƒc `vb K‡i, †hgbUv 
Kvgiæ¾vgvb ¯^vax‡bi KvR Avgv‡`i ¯§iY Kwi‡q 
†`q| n¨v‡fb BR Gj&m‡nvq¨viÓ (Avkªq¯’j Ab¨ 
†Kv_vI) kxl©K Pjgvb KwgDwbwU cªKíwU‡Z wkíx, 
cwiev‡ii hviv gvbe cvPv‡ii wkKvi n‡q A_ev wg_¨v 
cªwZkÖæwZ Øviv cªjyä n‡q gvjqwkqv I _vBj¨v‡Û 
†kvlYg~jK kªg-Pyw³‡Z evuav c‡o‡Qb †mme m`‡m¨i 
†e`bv `wjjfy³ K‡ib| GB cªK‡í evsjv‡`‡ki 
`w¶Y AÂ‡j †ivwn½v kiYv_©x‡`i AšÍtcªev‡ni 
e¯‘MZ c_wPý¸wjI wkíx bw_fy³ K‡ib| A‡bK 
mgq cwiev‡ii m`m¨‡`i Zv‡`i cªevmx cwiRb‡`i 
evsjv‡`‡k wdwi‡q Avb‡Z gyw³cY w`‡Z nq, hvi 
d‡j GB nZ`wi`ª cwievi¸wji RxweKv aŸsmcªvß nq 
Ges cªvqk Zvuiv A_©ms¯’vb Ki‡Z wM‡q Rwg weµq 
K‡i wbR evm¯’vb †_‡K DrLvZ nq| wkíx, cwiev‡ii 
wb‡LvuR m`m¨‡`i cwiZ¨³ †cvkvK I bevMZ †ivwn½v 
kiYv_©x‡`i GbwRI cª`Ë bZyb †cvkvK msMªn K‡ib, 
KwgDwbwU G †cvkvK¸wj †mjvB K‡i GKmv‡_ †Rvov 
†`q Ges cwiRb nvivevi gvbwmK AvNvZ msµvšÍ 
we¯Í„Z mv¶vrKvi cªwµqvq aviYK…Z wfwWI cª`k©‡bi 
Rb¨, evsjvi HwZn¨evnx bKwkKvu_vi m~wPKg© †KŠkj 
Øviv LwPZ GKwU cª‡RKkb mv‡d©m ˆZwi K‡i| 
`jMZ m~wPKg©wU m¤úvw`Z nq GKwU †_ivwcDwUK 
AvPvi-Abyôv‡bi gZ K‡i|

evsjv f~LÐ †_‡K gvbe cvPvi bZyb NUbv bq| 
A¨vÛªy Avb›` fy‡Mj, wbe©vwmZ kªwgK‡`i AvKv·ÿvi 
DËivwaKv‡ii avivweeiYx w`‡q‡Qb Zvi wkíK‡g©, 
Zvi Kv‡R we‡klZ Mvqvbvi RvnvwR‡`i BwZnvm 
A‡š^lY K‡i‡Qb| 1834 †_‡K wØZxq wekhy‡×i 
mgvwß ch©šÍ, bZyb GK ai‡bi FY-Ave× `vm‡Z¡i 
†gqv`x Pyw³bvgvi gva¨‡g, fy‡Mj-Gi ci`v`x mn 
cªvq 20 j¶ `w¶Y Gkxq kªwgK‡`i (g~jZ evsjv 
†_‡K), Q‡j, e‡j, †KŠk‡j e„wUkiv Rvnv‡R Zy‡j, 
wdwR, gwikvm, †mBjb, wÎwb`v`, Mvqvbv, gvjqwkqv, 
DMvÛv, †Kwbqv, `w¶Y Avwd«Kv mn e„‡U‡bi 19wU 
Dcwb‡e‡k †cªiY K‡i| †cª¶vM„‡ni AÜKvi Avgv‡`i 
†Pv‡L m‡q Avm‡j c‡i Kvjvcvwbt w` RvnvwRm wgW&j 
c¨v‡mR (2014) wfwWIwUi gva¨‡g, Kvjv cvwbi 
Aci cv‡o we‡`‡ki gvwU‡Z, cwiRb‡`i KvQ †_‡K 
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with the traditional Bengali kantha embroidery 

techniques through a therapeutic ritual. These 

monumental quilts form a projection surface for 

video documentation that attempts to capture 

the stories of displacement through these once 

used clothes. The search for security, whether 

through the promise of better livelihoods or 

through freedom from oppression, becomes 

the impetus for a vast web of interconnected 

migration, both across and within national 

boundaries. These quests often continue as the 

new migrants and refugees become targets for 

illegal trade and trafficking, continuing a cycle 

where the safe haven shifts its axis further and 

further out of reach.

 The trafficking of people away from the 

lands of Bengal finds echoes elsewhere in the 

world. Andrew Ananda Voogel chronicles the 

legacies of longing in exile in his work, much 

of which explores the history of the Jahaji’s of 

Guyana. Through a new form of debt-bound 

slavery, about 2 million South Asian workers 

(primarily from Bengal), including Voogel’s 

great-grandmother, were tricked, forced, 

or manipulated by the British to be sent as 

indentured labour to Britain’s 19 colonies 

including Fiji, Mauritius, Ceylon, Trinidad, 

Guyana, Malaysia, Uganda, Kenya and South 

Africa between 1834 to the end of World War 

II.  As our eyes adjust to the darkness of the 

room in Kalapani: The Jahaji’s Middle Passage 

(2014), we enter the state of uncertainty about 

the ground we stand on amidst the trauma 

of being separated from loved ones on alien 

lands across the “black waters.” (For another 

reference to this work, see Bearing Point 4, 

page 128). 

wew”Qbœ nevi gvbwmK AvNv‡Zi gv‡S, wb‡R‡`i Ae¯’v 
m¤ú‡K© Avgiv GKUv AwbðqZvi gv‡S cª‡ek Kwi| 
(wkíKg©wUi e¨vcv‡i we¯ÍvwiZ Rvb‡Z, †`Lyb weqvwis 
c‡q›U bs 4, c„ôv bs 128)

RwUj Gme kªgRv‡ji gva¨‡g mviv we‡k¦ ̀ w¶Y Gkxq 
ms¯‹…wZi we¯Ívi N‡U‡Q Ges GB weqvwis c‡q›U `w¶Y 
Gwkqvi e¨vcv‡i, †fŠ‡MvwjK mxgvbv Øviv msÁvwqZ, 
Avgv‡`i wPšÍvfvebv I `„wófw½ cwieZ©b Ki‡Z 
mnvqZv K‡i, †Kbbv †fŠ‡MvwjK mxgvbv Øviv GLb 
Avi ms¯‹…wZi wbevm wPwýZ Kiv hvq bv| GgbwK 
nwjDW wbwg©Z wÎgvwÎK Pjw”PÎ n¨vwi cUvi, hvi 
mv‡_ AvcvZ`„wó‡Z `w¶Y Gwkqvi †KvbI m¤úK© 
†evSv hvq bv, †mB Pjw”P‡Îi †cv÷-†cªvWvKkb jm 
A¨v‡Ä‡jm †_‡K ïiæ K‡i †ev‡¤^, †eBwRs, jÛb, 
f¨vb&Kzfvi Ges Ui‡›Uv ch©šÍ we¯Í„Z A¨v‡m¤^wj jvBb 
Øviv m¤úvw`Z n‡q‡Q, mvkªqx kªg-g~j¨ I miKvix 
fZ©ywK Kv‡R jvwM‡q Pjw”P‡Îi cªwZwU †d«g wbg©v‡Y 
cª‡qvRbxq nvRvi nvRvi NÈve¨vcx Kómva¨ kªg 
†hvMvb †`Iqv n‡q‡Q| jywm i¨v‡fb-Gi wbgMœKvix 
wfwWI Kv‡U©Bbm, ev¯Íe RM‡Zi wewfbœ †fŠ‡MvwjK 
AÂj‡K (Ges ev¯Íe kªwgK) mgmvgwqK Pjw”PÎ 
`k©K‡`i Dc‡fvM¨ Kw¤úDUvi m„ó fvP©yqvj RM‡Z 
Zy‡j wb‡q Av‡m| Gme aviYv AviI RxešÍ n‡q I‡V 
i¨v‡fb-Gi wPÎ msewjZ fvlY †jv wiwjd-G (wiwjd 
kãwUi msÁv welqK GKwU  bvUK, kãwU Øviv 
MfxiZv msewjZ wPÎ I AeKvk Dfq A_© †evSv‡bv 
nq) hv evsjv‡`k wkíKjv A¨vKv‡Wgx‡Z ‡deªæqvwii 
3 Zvwi‡L cwi‡ewkZ n‡qwQj|

w`Kwb‡`©kbvi iƒcvšÍi
wegvb evsjv‡`k GqvijvB‡bi DÇqb hvÎvc_ †_‡K 
Rvbv hvq, f~-ivR‰bwZKfv‡e `w¶Y Gwkqvi AšÍf©y³ 
†`k¸wji evB‡iI evsjv‡`kxiv Mgb Ki‡Qb, cwð‡g 
mshy³ Avie AvwgivZ, KvZvi I †mŠw` Avie Ges 
c~‡e© _vBj¨vÛ, gvjqwkqv I wm½vcy‡i| mxgvšÍ 
AwZµgKvix Rb‡Mvôxi weivU msL¨v we‡ePbv Ki‡j, 
GB AvšÍtAvÂwjK wewbg‡qi -hv wKbv `yf©vM¨µ‡g 
ejc~e©K A_ev AvswkK ejc~e©K cwihvq‡bi djI 
n‡Z cv‡i- ˆewk¦K cªfve Aeg~j¨vqb Kiv hvq bv| 
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South Asian culture is present all over 

the world via these complex networks of 

migration, and this Bearing Point serves to 

reorient our thinking about South Asia away 

from land-bound definitions as these are no 

longer sufficient markers of where a culture 

lives –including digital space. If you watch a 

3D Hollywood movie such as Harry Potter, 

the landscape of which has no ostensible 

connection to South Asia, in reality the film 

was post-produced via a global assembly line 

running from Los Angeles through Bombay, 

Beijing, London, Vancouver and Toronto, 

capitalising on low labour costs and government 

subsidies to supply the thousands of hours of 

painstaking work going into each frame of a film. 

Lucy Raven’s immersive video work Curtains 

brings real-world geographies (and real workers) 

back in to the computer-generated virtual 

spaces enjoyed by today’s movie-goers. These 

ideas come further to life in Raven’s illustrated 

lecture Low Relief (a play on the definition of 

the word relief, which could mean an image 

with depth as well as respite), performed on 

February 3rd at the Bangladesh Shilpakala 

Academy auditorium. Raven’s work reminds 

us that not all flows of labour are physical as 

evidenced by the growing IT industry in South 

Asia. The digital divide can also create labour 

inequities by remotely shifting employment 

opportunities in a space where workers are 

physically incapable of coming together and 

organising change. 

CHANGING DIRECTIONS 
 As the flight paths of Biman Bangladesh 

Airlines reveal, Bangladeshis are moving beyond 

those countries geopolitically comprising South 

Asia, further West to the UAE, Qatar and Saudi 

Arabia and further East to Thailand, Malaysia, 

GB Rb‡Mvôxi mv‡_ A‡bK mgqB AvZ¥vwenxb 
kix‡ii gZ AvPiY Kiv nq, †hb †Kej wfbœZv 
Qvov Zv‡`i †KvbI ms¯‹…wZ †bB| †hme RvwZ MV‡b 
Zvuiv f~wgKv iv‡Lb, †mme RvwZiI avivweeiYx‡Z 
cÖvq memgq Zviv Abycw¯’Z, †hgbUv cªwZdwjZ nq 
`w¶Y-c~e© Gwkqvi mvs¯‹…wZK Av‡jvPbvq, weijfv‡e 
`w¶Y Gwkqvi K_v D‡jø‡Li ga¨ w`‡q|

Mvb wPb wj Zvi wPÎK‡g©, AvšÍR©vwZK kªg I c~uwRi 
AšÍtcªev‡ni mnMvgx, RbZvwË¡K I mvs¯‹…wZK 
cwieZ©b AbymÜv‡bi gva¨‡g gvjqwkqvi cwieZ©bkxj 
bvMwiK j¨vÛ‡¯‹c-†K aivi †Póv K‡i‡Qb| wZwb 
wfbœ wfbœ ¯’v‡b Qwo‡q _vKv `w¶Y Gkxq ag©xq 
m¤úª`vq¸wji Rxebhvcb cix¶v K‡ib, wKfv‡e 
Zvi we`¨gvb bvMwiK AeKvVv‡gv AwaKvi Ki‡Q 
Ges mvs¯‹…wZK msKivq‡bi bZyb †¶Î m„wó Ki‡Q, 
Zv AbymÜv‡bi gva¨‡g| GB m‡¤§vnbx wPÎKg©mg~‡n 
Avwef©~Z c¨vUvb©¸wj, evwUK e¯¿wk‡íi †KŠk‡ji K_
vI g‡b Kwi‡q †`q, †h wkí `w¶Y Gwkqv, `w¶Y-c~e© 
Gwkqv, c~e© Gwkqv Ges Avwd«Kvi BwZnvm enb K‡i, 
†m BwZnvm K_v e‡j kªg MwZwewai Øviv cybivq mPj 
nIqv msKivwqZ †¶Î¸wj‡Z cªvß we`¨gvb mvs¯‹…
wZK ¯§„wZ-m¤ú‡`i mv‡_| GKmv‡_ emev‡mi bZyb 
c_ D™¢ve‡bi wfwË n‡q I‡V kªg I AwbwðZ Ae¯’v, 
†hLv‡b bvMwiK‡Z¡i cwiw¯’wZ cªvq mgqB A¯^”Q|

AvšÍ-mvs¯‹…wZK G Av‡›`vjb¸wj -hv cªvq mgqB kªg 
cwiw¯’wZ‡K wN‡i _vKv AwbðqZv A_ev gvbwmK 
AvNvZ m„wóKvix Ae¯’vi gv‡S †cªvw_Z- A‡bK mgq 
mvs¯‹…wZK wewbg‡qi bZyb iƒc‡K cªfvweZ K‡i Ges 
GLv‡bB Avgv‡`i mgwóMZ fwel¨r wb‡q Kíbvi 
m¤¢vebv wbwnZ _v‡K| wdwjwc‡b GKwU †iwm‡WwÝ‡Z, 
mn‡hvMx KwZcq KvwiMi GKUz-AvaUz evsjv ej‡Z 
cv‡ib †`‡L bvwej ingvb wew¯§Z n‡qwQ‡jb| c~‡e© 
`yevB‡q Kg©iZ Ae¯’vq evsjv‡`kx cªevmx kªwgK‡`i 
mv‡_ eÜz‡Z¡i AwfÁZv †_‡K Zuviv wKQz evsjv kã 
wk‡LwQ‡jb| ingvb, wdwjwc‡bi kªg-j¨vÛ‡¯‹c-G 
R¡jR¡‡j iæcvwj wmMv‡iU d‡qj Øviv AvK…ó nb Ges 
evsjv‡`‡ki Abyiƒc j¨vÛ‡¯‹c-Gi †mvbvwj d‡qj-
Gi mv‡_ Zvi ms‡hvM ¯’vcb K‡ib| gvj‡ev‡iv 
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and Singapore. The global impact of this cross-

regional exchange, which can also unfortunately 

be the result of forced or semi-forced migration, 

cannot be underestimated given the sheer 

volume of bodies moving across borders.  These 

people are often treated as bodies without 

souls, having no culture of their own beyond 

their otherness. The sparse South Asian cultural 

discourse in Southeast Asia reflects how South 

Asian workers are often written out of the 

narratives of the very nations they help build.

Gan Chin Lee’s paintings attempt to counter 

that erasure and grapple with the changing 

urban landscapes of Malaysia, tracing 

demographic and cultural shifts that accompany 

the influx of international labour and capital. 

He examines the lives of diasporic South 

Asian communities, tracing their occupation 

of already-existing urban infrastructures and 

creating new spaces of cultural hybridity. 

The patterns evoked in these mesmerising 

paintings also call to mind batik fabric 

techniques which carry histories of traditions 

in South Asia, Southeast Asia, East Asia, and 

also Africa, speaking to the wealth of existing 

cultural memory found in these hybrid spaces 

reactivated by the movement of labour. 

Labour and conditions of precarity, where the 

circumstances of citizenship often become 

murky, become the basis of the invention of 

new ways of living together.

  

These cross-cultural movements, grounded 

as they often are in uncertainties surrounding 

labour conditions or situations of trauma, 

often feed into new forms of cultural exchange 

and it is in this space where the possibility of 

imagining our collective future lies. During a 

residency in the Philippines at Bellas Artes 

Avi †eÝb A¨vÛ †n‡Rm-Gi †jv‡Mv¸wj ¶gZvi 
kx‡l© _vKv `xN©¯’vqx Jcwb‡ewkK DËivwaKv‡ii m~² 
¯§„wZwPý| weiwZi mgq wb‡KvwUb cvb Kiv nq -Zv 
we‡`wk †Kv¤úvwbi Rb¨ KvR Kivi mgqB †nvK A_
ev we‡`wk ZvgvK LvIqvi Q‡jB †nvK- A_©vr, GKUv 
mgm¨vc~Y© Avmw³-m„wóKvix Pµ we`¨gvb i‡q‡Q, hv 
cªK…Z A‡_© GKwU cY¨ weµ‡qi cwie‡Z© gvby‡li 
AvPiY‡K cªfvweZ K‡i| wkíx GB d‡qj¸‡jv ey‡b 
e„n`vKvi iƒc w`‡q‡Qb, hv Riæix cª‡qvR‡b e¨eüZ 
K¤^‡ji K_v ̄ §iY Kwi‡q †`q, ¶gZvi fvimvg¨nxbZv 
cybtcwigv‡ci Rb¨ ¯’vbxq H‡K¨i cª‡qvR‡bi D¾¡j 
¯§viK|

ingv‡bi gZ, Bqvmwgb Rvnvb b~cyi, fvlvi 
cªwZeÜKZv †cwi‡q M‡o IVv eû-mvs¯‹…wZK ms‡hvM 
Øviv AbycªvwYZ| b~cyi, gwikv‡mi cªevmx kªwgK‡`i 
KwgDwbwUi g‡a¨ wQ‡jb Qq gvm, Zv‡`i gv‡S A‡b‡K 
Pxb I evsjv‡`k †_‡K AvMZ| b~cyi †h `~`©kvMª¯Í 
evm¯’vb cwiw¯’wZi m¤§yLxb nb, †mLv‡b wZwb †`L‡Z 
cvb †h, wewfbœ †`‡ki gvbyl GKwU †QvU N‡i _
vK‡Z eva¨ n‡j Zv‡`i gv‡S `„p †Mvôx eÜb M‡o 
I‡V| w` js I‡q †nvg (2011) kxl©K Zvi SzjšÍ e¯¿ 
fv¯‹‡h©, b~cyi †mjvB I KviæKvR LwPZ K‡i Dc¯’vcb 
K‡i‡Qb, ms‡hv‡Mi †hme c_ a‡i eÜz‡Z¡i GB weivU 
AšÍR©vj M‡o D‡V‡Q †m¸wj‡K, D‡jøL‡hvM¨ GKwU 
welq nj GB cªevmx kªwgK KwgDwbwU Zv‡`i 13-14 
NÈvi Kg©w`e‡mi Kvi‡Y GB wkíKg© wbg©vY cªwµqvq 
AskMªnY Ki‡Z cv‡iwb|

†nW-kU bq †cv‡Uª©BU
kwn`yj Avjg aviv wee„Z K‡ib evsjv‡`kx cªevmx 
kªwgK‡`i †`kZ¨v‡Mi c~e© gyn~Z©¸wj‡K, XvKv 
AvšÍR©vwZK wegvbe›`‡i A‡c¶viZ mg‡q, ̀ yB †`‡ki 
gv‡S †h SzjšÍ Ae¯’vq Zviv weivR K‡ib Zv‡K| cªvq 
mgqB cwihvqb GKwU mgwóMZ AwfÁZv, †hLv‡b 
mgMª Mªvg wb‡qvMKvix G‡RwÝ¸wji cvIbv cwi‡kva 
Ki‡Z cª‡qvRbxq Znwej MV‡b Ae`vb iv‡L Ges 
AvZ¥xq¯^Rb I eÜzevÜe fwel¨r cªevmx‡`i wegvbe›`i 
ch©šÍ m½ †`b| we‡`khvÎx, GB hvÎvi Abyl½ cªvq 
AvPvi-Abyôv‡b cwiYZ nIqv we`vq Kvh©¸wj m¤úbœ 
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Projects, Nabil Rahman was surprised that 

some of the artisans he was collaborating 

with spoke a few words of Bengali, remnants 

of their friendships with Bangladeshis during 

their previous experiences as migrant workers 

in Dubai. Rahman was taken with the gleaming 

silver cigarette foils omnipresent in the 

landscape of labour in the Philippines, and 

drew connections with a similar landscape 

strewn with golden cigarette foils in Bangladesh. 

Marlboro and Benson & Hedges logos are 

subtle reminders of lasting colonial legacies 

tipping balances of power. Nicotine is 

consumed during breaks – so whether working 

for foreign companies abroad or smoking 

foreign tobacco – there exists a problematic 

addictive cycle, manipulating human behavior 

rather than selling an actual product. The artist 

has woven these foils together into voluminous 

forms reminiscent of emergency blankets, shiny 

reminders of the need for local solidarity to re-

calibrate the imbalance of power.

Similar to Rahman, Yasmin Jahan Nupur is 

inspired by multicultural connections forged 

across linguistic barriers. Nupur spent six 

months immersed in the community of migrant 

workers in Mauritius, many of them from China 

and Bangladesh. In the miserable housing 

conditions Nupur encountered, she also found 

strong inter-community bonds that were formed 

when people from different countries were 

forced to occupy a single small room. In the 

suspended fabric sculpture The Long Way 

Home (2011), Nupur sewed and embroidered 

the routes of connections that forged this vast 

network of friendships, through conversations 

with the community during their rare moments 

of leisure and rest from their 13-14 hour work 

days.

K‡i, hLb †jv‡K‡`i cvj wegvbe›`i wbivcËvi 
i½kvjv cvi K‡i Ges cwievi¸wj wegvbe›`‡ii 
ga¨eZ©x RvqMvUv‡K AšÍi½Zv, cªv_©bv Avi Avkv w`‡q 
bZybfv‡e iƒcvwqZ K‡i| hvÎv Kg©wU †gŠwjKfv‡e 
GKwU Avkv RvMvwbqv welq, †h‡nZz cwievi Ges 
KwgDwbwU, cªevmx kªwgK‡`i ewj`vb‡K D`hvcb K‡i 
Zv‡`i mšÍvb‡`i DËg fwel¨‡Zi Avkvq| hw`I, G 
Avkvev` A‡bK mgqB wbg©g ev¯ÍeZvi m¤§yLxb nq, 
KviY cªevmxiv cªvqB Pig †kvl‡Yi wkKvi nb Ges 
†gŠwjK ¯^vaxbZv nvivb|

wjD wkqvI`s-Gi, `w¶Y Gwkqv †_‡K BD‡iv‡c 
hvIqv cªevmx kªwgK‡`i †cv‡U«©BU¸wj, mPivPi 
kiYv_©x msKU’ (`~M©cªwZg BD‡iv‡ci DcK‚‡j                          
wecyj msL¨K bv-cwðgv Ac‡ii AvMgb) e‡j 
cªPwjZ avivweeiYx‡Z n¯Í‡¶c K‡i| GB e¨w³‡`i 
AgvbexKiY cªwµqv‡K evavMª¯Í K‡i, Ggb AšÍi½ me 
mv¶vr wZwb iPbv K‡ib, †hLv‡b cªvqB †gqv‡`vËxY© 
cªgvYc‡Î ÷¨v¤ú-AvKv‡ii Av‡jvKwPÎ e¨ZxZ Zv‡`i 
†KvbI AvZ¥-wb`k©‡bi Aby‡gv`b †`Iqv nqbv| Px‡bi 
wbI-wi‡qwj÷ †cBw›Us Av‡›`vj‡bi GKRb cw_K…r 
n‡jb wkqvI`s Ges Zvi †cv‡Uª©BU¸wj‡Z wZwb kª‡gi 
gva¨‡g AvšÍR©vwZK H‡K¨i GKwU Ae¯’v‡K Dc¯’vcb 
K‡ib, GKwU mvg¨ev`x Kíiv‡R¨, ivóªnxbZv‡K 
Qvwc‡q bZyb GKvZ¥Zvi m¤¢vebv D‡b¥vPb K‡ib|

myevm Zvgvs-Gi wkíKg© AvB Iqv›U Uz WvB Bb gvB 
IDb nvDR GK ai‡bi HwZn¨evnx †kø‡Ui Qv‡`i iƒc 
e¨envi K‡ib -¯’vbxq ¯’vcZ¨ wk‡íi GKwU †gvwUd 
hv c~‡e© Zvi †`k †bcv‡j Ges `w¶Y Gwkqvi Ab¨Î 
wewkó wQj- Zvi wcZvgvZvi cªwZK…wZ cv_‡i †Lv`vB 
K‡i Zv‡`i kªg Avi ¯^cœ‡K Agi K‡i ivL‡Z| GwU 
GKwU AvZ¥Rxebxg~jK avivfvl¨, †bcv‡j emevmiZ 
nvRv‡iv cwiev‡ii m`m¨‡`i ¯^‡cœi wel‡q, hviv 
†QvU Mªvg †_‡K eo kn‡i emwZ ¯’vcb K‡ib A_
ev we‡`‡k ch©šÍ Mgb K‡ib DbœZ Rxe‡bi †Lvu‡R| 
gvbyl bZzb RvqMvq _vK‡Z †M‡j mvaviYZ wU‡K _
vKvi ZvwM‡` GKwU Ni fvov K‡i| gv_vi Dci GKUv 
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PORTRAITS NOT HEAD-SHOTS 
Shahidul Alam chronicles the moment before 

the departure of Bangladeshi migrant workers, 

in the suspended state in-between worlds 

while waiting at Dhaka’s international airport. 

Migration is often a collective experience, 

where entire villages contribute to raising the 

funds necessary to pay the recruiting agencies, 

and extended family and friends accompany the 

would-be migrants to the airport. He unpacks 

the almost ritualised gestures that accompany 

this journey, in the moments before dislocation, 

as men are herded through the theatre of 

airport security, while their families reconfigure 

the liminal space of the airport to act as spaces 

of intimacy, of prayer, of hope. This act of 

departure is fundamentally an optimistic one, 

as families and communities celebrate the 

sacrifice of migrant workers, looking towards a 

better future for their children. This optimism, 

however, often meets cruel reality, as migrants 

often encounter conditions of extreme 

exploitation, and loose fundamental freedoms.

Liu Xiaodong’s portraits of refugee and migrant 

workers from South Asia in Europe intervene 

in the narrative of what is often termed “the 

refugee crisis” – of the “non-Western Other” 

arriving in droves on the shores of “Fortress 

Europe”. He produces intimate encounters 

that disrupt the dehumanisation of these men, 

where often the only self-image allowed to 

them are stamp-sized photographs on identity 

documents that no longer hold validity in the 

countries where they have arrived. Xiaodong 

is one of the pioneers of the Neo-Realist 

Painting movement in China, and through these 

portraits, he stages a mode of international 

solidarity through labour, in a Communist 

¯’vqx Qv` RyUv‡bvi cªZ¨vkv jvjb Kivi cvkvcvwk, 
ˆ`wbK †LvivK †hvMv‡bvi Rb¨ Avi cwiev‡ii Rb¨ 
GKUv f`ª¯’ Rxe‡bi e¨e¯’v Ki‡Z Aweivg Zviv 
†hme P¨v‡j‡Äi m¤§yLxb nq, Zv A‡bK mgqB GB 
cwievi¸wj‡K msMªv‡gi GK AšÍnxb P‡µ Ave× K‡i 
†d‡j| we‡`k †_‡K †bcvjx kªwgKiv †h †iwgU¨vÝ 
†cªiY K‡ib Zv †`‡ki A_©bxwZ‡K mPj iv‡L 3 Ges 
GKw`b wbR¯^ evwoi gvwjK nevi ¯^cœ Zv‡`i‡K 
cªwZK~jZv mn¨ Ki‡Z mnvqZv K‡i| hw`I, GB 
¯^cœ¸wj †ewkifvM †¶‡ÎB ev¯Í‡e iƒc †bq bv; cªevmx 
kªwgK‡`i RbwgwZ wePvi Ki‡j, †bcvwj cªevmx 
kªwgK‡`i AvZ¥nZ¨vi nvi AvksKvRbKfv‡e †ewk4|

Aj¶¨‡K `„wó‡MvPi Kiv
wb‡Ri †`‡k `„wói Avovj, cªevmx kªwgKiv †hme 
†`‡k KvR Ki‡Z hvb †mLv‡bI Zv‡`i‡K A`„k¨gvb 
K‡i ivLv nq, ivó«nxbZvi GKUv SzjšÍ Ae¯’vq cª‡ek 
K‡i A‡bK mgq Zviv Av¶wiK A‡_©B cvZv‡j 
Mgb K‡ib| Pvj©m wjg-Gi wm †÷U 6 AbymÜvb 
K‡i GK`j cªevmx evsjv‡`kx kªwgK‡`i Rxeb, 
hviv wm½vcy‡ii †Rviæs cv_y‡i ¸nvq KvR K‡ib, 
GwU `w¶Y c~e© Gwkqvi cª_g f~Mf©¯’ nvB‡W«vKve©b 
msi¶YvMvi| 2014 mv‡j wbg©vY m¤úbœ K‡i wµqvkxj 
nevi ci †_‡K GB ¸nv¸wj wm½vcy‡ii R¡vjvwb I 
†c‡U«v‡KwgK¨vj wk‡íi †giæ`Ð n‡q D‡V‡Q; A_P, 
†mLv‡b kªg cwi‡ek ¯úóZB SyuwKc~Y©| †hB e¨wZµg 
cwiw¯’wZ‡Z cªevmx kªwgKiv KvR K‡i -RvwZiv‡ó«i 
wbivcËv I myi¶v ej‡qi evB‡i- Zv DbœZZi kªg 
cwi‡e‡ki `vwei †KvbI my‡hvM bv w`‡q, Zv‡`i‡K 
GB Rjxq KvivMv‡i e›`x iv‡L|
GB Pig `y`©kvMª¯Í cwiw¯’wZ‡Z, wm½vcy‡i cªevmx 
ev½vwj Kve¨ †dvivg-Gi 1 gZ †dvivg¸wj kªg Avi 
Kv‡e¨i gva¨‡g msnwZ I cªwZ‡iv‡ai bZyb †¶Î 
D‡b¥vPb K‡i, hv cªevmx kªwgK‡`i AZ¨vPvwi‡Zi 
avivweeiYxi evB‡i wM‡q wb‡R‡`i Mí cybiæ×vi 
Kivi my‡hvM K‡i †`q| GKBmv‡_, AvšÍR©vwZK 
D‡`¨vM †hgb Mvî †jevi AvwU©÷&m †Kvqvwjkb 
we‡¶vf I AwaKvi `vwe Kivi bZyb me cš’v D™¢veb 
K‡i, AvšÍtAvÂwjKfv‡e kªg Ges ms¯‹…wZi m¤^‡Üi 
wel‡q wPšÍv Kivi Avï cª‡qvRb c~i‡Yi †Póv K‡i| 
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utopian vein, against the neoliberal project of 

globalisation.  Secrecy often surrounds the 

sites where migrant labourers live and work. 

Chinese migrant workers are a growing force 

in Bangladesh with heavy Chinese investment 

in infrastructure projects. In 2016, Xiaodong 

created hopeful portraits of Bangladeshi 

workers at infamous ship-breaking yards in 

Chittagong, encountering difficulty in the 

process as his presence as a Chinese artist 

created a sense of heightened tension in the 

workplace in an industry fearful of being shut 

down. 

Subas Tamang’s work I Want To Die In My 

Own House introduces portraiture into the 

traditional form of a slate roof – a motif of 

vernacular architecture formerly prominent in 

his native Nepal and elsewhere in South Asia –

immortalising his parent’s labour and dreams 

by carving their image into this rock surface. 

This is an autobiographical commentary on the 

ambitions of thousands of family members in 

Nepal who move from small villages to bigger 

towns and cities or even abroad in the search 

of a better life, also reflected in the work of 

Kamruzzaman Shahdin. When people move, 

they usually rent a mere room as part of the 

struggle for survival. The continuous challenges 

of securing their daily needs and a decent 

livelihood for their families while nursing a hope 

to have a permanent roof above their heads, 

often traps such families in an unending cycle 

of struggle. The foreign remittances overseas 

Nepali workers send home keep the country 

afloat3 , and the aspirations of one day being 

wWGGm-Gi Ab¨Î mvBqvb `vqwiZ-Gi RwUj 
U¨v‡cw÷«mg~n AbymÜvb K‡i ag© ms¯‹vi Av‡›`vj‡bi 
gy‡Lvkavix kªwgK Av‡›`vjb, ZvwjKviƒ‡c Dc¯’vcb 
K‡i †mme m„Rbkxj cš’v hv, AwaKviewÂZ gvbyl 
e¨envi K‡i HK¨e× nevi Rb¨|
e¨e¯’vcK‡`i/gvwjK c‡¶i K_v ej‡Z †M‡j Zviv 
cªvPxb Kvj †_‡KB bvbv weaŸsmx Dcv‡q HK¨e× 
nIqv †_‡K kÖwgK‡`i weiZ ivL‡Z †Póv K‡i| Z_¨-
cªhyw³ wkí LvZ, eûRvwZK K‡c©v‡ikb¸wji ea©bkxj 
Pvwn`v Abyhvqx †mev w`‡Z, GKwU ‰ewk¦K I PweŸk 
NÈv wµqvkxj Kg©xevwnbx ‰Zwi Ki‡Z wWwRUvj 
†¯ú‡mi Dci wbf©i K‡i| `w¶Y Gwkqv‡Z Kj 
†m›Uvi Kg©x‡`i wkd&U †kl nevi ci hvbRU †`Lv 
hvq, GB Kg©xiv Zv‡`i cÖvK…Z wbevm †_‡K eû`~‡i wfbœ 
UvBg †Rv‡b emevmKvix weivU Rb‡Mvôxi mv‡_ K_v 
ej‡Q| wWwRUvj we‡f‡`i Kvi‡Y Zv‡`i mv‡_ Zv‡`i 
mnKg©x‡`i ‡fŠZ `~iZ¡, GB Kg©x‡`i Rb¨ HK¨e× 
n‡q DbœZZi Ae¯’vi `vwe Kiv‡K Am¤¢e K‡i †Zv‡j 
hv jywm i¨v‡fb-Gi Kv‡U©Bb&m-G Dc¯’vwcZ n‡q‡Q 
Ges GB cy‡iv e¨e¯’vUv Ggb weivU GK h‡š¿ cwiYZ 
n‡q‡Q †h wek¦ Pjw”PÎ †cªvWvKk‡bi Avjq wn‡m‡e 
nwjDWI Kv‡U©Bb UvBg”-Gi `vwe iv‡L| `~ieZ©x GB 
mn‡hvwMZvi gva¨‡g Ggb me wWwRUvj cY¨ wbwg©Z 
nq hv GZB wbLyuZ †h `k©K c`©vq `„k¨gvb wbLyuZ 
B‡gR-Gi †cQ‡b _vKv gvbweK Dcv`vb we¯§„Z nb| 
Av‡bvKv dviæKx’i m‡¤§vnbx †UKwbKvjvi wPÎKg©¸wj 
wWwRUvj mv‡d©m ̄ §iY Kwi‡q †`Iqvi gZ wbLyuZ B‡gR 
‰Zwi K‡i Ges B”QvK…Z ÎywU I ¶Z †mB gvqvRvj‡K 
f½ K‡i, fvP©yqvj †_‡K kvixwiK iƒ‡c ÎæwUc~Y© Ges 
AwbwðZ fvlvšÍi Ges GB fvlvšÍ‡i gvby‡li f~wgKvi 
K_v e‡j| evsjv‡`‡ki cªm‡½, dviæKx’i c¨vUvb© I 
†gvwUd ¯§iY Kwi‡q †`q e¯¿ wk‡íi BwZnvm, †hLv‡b 
wKse`šÍx Pvjy Av‡Q †h DbœZZi KvwiMwi `¶Zv Øviv 
fxZ n‡q e„wUk cªkvmKiv ZvuwZ‡`i e„×v½ywj †K‡U 
w`‡Zb; GKKv‡ji kª×vfvRb †mB wkí eZ©gv‡b m¯Ív 
I mË¡i d¨vkb Avi Zivwš^Z †fv‡Mi ˆewk¦K Pµ‡K 
cªwZcvjb Ki‡Q|

cÖ”Qvqv wdb&_s-Gi AvbUvB‡Uì (wRÝ) (2016-8)-
G cÖ`k©bxi wgwW‡qUi‡`i `ywU wRÝ GKmv‡_ cwiavb 

3 According to the Nepal Rastra Bank of 2014 report Foreign Em-
ployment and the Remittance Economy of Nepal, Kathmandu, 
25% of Nepal’s GDP comes from foreign remittances.
4 International Labour Organisation: When the safety of Nepali 
migrant workers fails: A review of data on the numbers and 
causes of the death of Nepali migrant workers, Kathmandu, ILO, 
2016.
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homeowners help them to endure adversity.  

However, these hopes often don’t materialise; 

Nepali migrant workers’ mortality rates 

while working abroad are alarmingly among 

the highest in the demographics of migrant 

workers.4

VISUALISING THE INVISIBLE 
Out of the sight in their home countries, 

overseas workers are made to disappear 

from view in the lands in which they find 

themselves, entering a suspended condition of 

statelessness, often literally going underground. 

Charles Lim’s video SEA STATE 6 (2015) traces 

the lives of a group of migrant Bangladeshi 

labourers, working in the Jorung Rock Caverns 

of Singapore, Southeast Asia’s first underground 

hydrocarbon storage facility. Completed and 

put into operation in 2014, these caverns 

became the backbone of Singapore’s energy 

and petrochemical industries; however, 

conditions of labour in them are decidedly 

hazardous. Working below the surface of the 

ocean – beyond the security and protection 

of the nation-state and its policies to protect 

migrant workers – these bodies seem to be 

trapped in a watery prison, with little possibility 

to demand better labour conditions from their 

employers. 

In these conditions of abjection, forums 

6 We are honoured that several members of the Bengali 

Migrant Poetry forum will be present at Dhaka Art Summit 2018 

and will be able to present their words in the context of this 

Bearing Point. 

Kiv Ae¯’vq †`Lv hv‡e| Gi gva¨‡g wkíx Ges 
cªwZôvb wKfv‡e AvšÍ-mxgvbv msjv‡ci cvkvcvwk 
weKí A_©bxwZ m„wói †¶‡Î mnvqK f‚wgKv cvjb 
K‡I, `k©bv_©xiv Zvi GKwU ev¯Íe aviYv cv‡eb| 
wdb&_s-Gi GB KvRwU K‡¤^vwWqv Ges _vBj¨v‡Ûi 
RwUj mxgvšÍ e¨e¯’vi w`‡K wb‡`©k K‡i, ‡hLv‡b 
kiYv_©x‡`i Rb¨ AvšÍR©vwZK mnvqZv ms¯’vi weZiY 
Kiv ‡cvkvK †PvivKvievwiiv wK‡b Zv Avevi e¨vsKK 
gv‡K©‡U cwðgv Uzwi÷‡`i Kv‡Q cybivq wewµ K‡i| 
wdb&_s K‡¤^vwWqvi mxgvšÍ GjvKvi cÖevmx kÖwgK‡`i 
KvQ ‡_‡K wRÝ¸‡jv msMªn K‡i wb‡q Av‡mb hv 
Gev‡ii cÖ`k©bxi Kg©xiv cwiavb Ki‡e| Gi e`‡j 
wZwb cÖ`k©bxi Li‡Pi GKwU Ask w`‡q kªwgK‡`i 
mvB‡Kj Ges wKQy Ab¨vb¨ wRwbm wK‡b †`b| wZwb 
kÖg Ges cuywRev‡`i m¤úK©‡K ¯’vbxqKi‡Yi gva¨‡g 
dzwU‡q †Zv‡jb hv AvcvZ`„wó‡Z A`„k¨ ‡_‡K hvq| 
GwU Avgv‡`i g‡b Kwi‡q †`q †h GKB ai‡bi 
ˆelg¨g~jK Av`vb-cÖ`v‡bi ga¨ w`‡q Avgv‡`iI 
†h‡Z nq| evsjv‡`k we‡k¦i wRÝ Drcv`bKvix 
Ab¨Zg kxl©†`k| Lye mn‡RB Abygvb Kiv hvq ‡h 
cª`k©bxi GB wRÝ¸‡jv Ges Zv‡`i ågY G‡`k 
†_‡KB ïiæ K‡i Avevi GLv‡bB ‡diZ G‡m‡Q|

c_ cwieZ©b
weqvwis c‡q›U-G Dc¯’vwcZ Bmy¨¸wj‡K m¤¢vlY 
K‡i, GKBmv‡_ `w¶Y c~e© Gwkqvi wkíx‡`i KvR 
evsjv‡`‡k cª`k©b Ges Kmwgb KmwUbv’i åvg¨gvY 
AvšÍtAvÂwjK cª`k©bx G we÷, G MW, A¨vÛ G 
jvBb-‡K GLv‡b Avbq‡bi gva¨‡g, XvKv AvU© mvwgU 
2018, evsjv‡`kx kªwgKiv †hLv‡b Kg©iZ Av‡Q, 
Ggb me †`‡ki mv‡_ mvs¯‹…wZK Av‡jvPbv we¯Ív‡i 
cªfveK iƒ‡c KvR Kivi cªZ¨vkv iv‡L| GQvovI 
wWGGm Zvi MY Kg©m~wPi gva¨‡g, GgBGbGGmG 
Ges GmBG AÂ‡ji m¤§yL mvwii ms¯‹…wZ mvaK‡`i 
wb‡qvwRZ K‡i fwel¨r mn‡hvwMZvi m~Pbv Ki‡Z 
AvMªnx|  GgBGbGGmG AÂ‡ji mvs¯‹…wZK wewbgq 
I †hvMv‡hvM my`„p Ges kviRvn AvU© dvD‡Ûkb 
I Avj‡miKvj A¨v‡fwbD-Gi mnvqZv e¨ZxZ 
wWGGm Av‡qvRb m¤¢e nZ bv, cvkvcvwk †Wjwdbv 
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such as the Migrant Bengali Poetry forum in 

Singapore6 open up new spaces of solidarity 

and resistance, allowing migrant workers 

recourse to reclaim their own stories, beyond 

narratives of victimhood.  Simultaneously, 

transnational initiatives such as the Gulf Labor 

Artists Coalition have involved artists at the 

forefront for agitating for/demanding labour 

rights, reflecting on the entanglement of 

labour and culture transregionally. Elsewhere 

in DAS, Cian Dayrit’s intricate tapestries trace 

labour movements masked as religious reform 

movements, charting the creative methods 

disenfranchised    people use to come together 

(See pg. 282). 

It’s an age-old story when it comes to “the 

management” trying to keep their workers 

from coming together in these subversive 

ways. The IT industry relies on digital space to 

create a global, around-the-clock workforce 

to service the growing needs of multinational 

corporations. Traffic swells in parts of South 

Asia at the end of the shifts of call centre 

workers, speaking to the large populations who 

live their lives on time zones far removed from 

the one they physically inhabit. The physical 

distance between them and their colleagues at 

the other end of the digital divide makes it near 

impossible for workers, such as those featured 

in Lucy Raven’s Curtains, to come together 

and demand better conditions. As they say in 

theatre just before a show is over, it’s “curtains” 

on Hollywood as the home of global film 

production.

The digital products that these global remote 

collaborations create are often so perfect 

that the end consumer forgets the human 

element making the perfect images they see 

on their screens. Anoka Faruqee’s hypnotic 

dvD‡Ûkb, c~‡e© hvi GgBGbGGmG g¨v‡ÛU wQj| 
Gai‡bi cªwZôvb¸wj A_©c~Y© cwieZ©‡bi m~Pbv Kivi 
†¶‡Î wb‡R‡`i m¶gZv cª`k©b K‡i‡Q Ges Avgv‡`i 
Dbœqb‡K mg_©bKvix `w¶Y c~e© Gkxq cªwZ‡ekx‡`i 
ms¯‹…wZi mg_©‡b A_©c~Y© cªfve ivL‡Z Zv‡`i mv‡_ 
m¤ú‡K©vbœq‡b Avgiv AvMªnx|

Apichatpong Weerasethakul and Chai Siris DILBAR (2013), 

commissioned by the Sharjah Art Foundation. 

Courtesy of Kick the Machine Films, kurimanzutto, Mexico City.

Included in A Beast, A God and a Line, curated by Cosmin 

Costinas. 
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polychromatic paintings create uncanny 

surfaces reminiscent of digital screens – and 

the glitches and bruises that break the illusion, 

speak to the imperfect and unpredictable 

translations from the virtual to the physical, and 

the role of the human hand in this translation. In 

the context of Bangladesh, Faruqee’s patterns 

and motifs also call to mind the histories 

of the textile industry, where legend has it 

that the fear of superior craftsmanship led 

British administrators to cut off the thumbs of 

weavers; today, the once venerated Bangladeshi 

garment industry feeds a global cycle of cheap 

fast fashion and accelerated consumption, 

producing machine-made polyester t-shirts and 

jeans, instead of handmade muslin saris. 

Pratchaya Phinthong’s Untitled (Jeans) (2016-

18) examines how artists and institutions can 

become instrumental in the process of creating 

cross-regional dialogue, and in setting up 

alternative economies. Referring to the complex 

border situations between Cambodia and 

Thailand, where clothes given by international 

NGOs to refugees are bought by smugglers 

who sell them to western tourists in the markets 

of Bangkok, Phinthong borrows pairs of jeans 

from Cambodian migrant workers from these 

border areas to be worn by exhibition staff 

during the course of a show. In exchange, he 

buys bicycles and other items for the workers 

using the production fee of the exhibition. He 

localises seemingly invisible flows of labour 

and capital, alerting us to similar, more unequal, 

transactions we are implicated in everyday. 

Bangladesh is the top denim supplier to the 

EU and the third top supplier to the USA after 

China and Mexico, and therefore it is feasible 

that these jeans were produced in Bangladesh.

Above: Liu Xiaodong, Refugees 7 (2016), Refugees 8 (2016), oil on 
canvas, diptych. Courtesy of the artist and Massimo De Carlo, 
Milan/London/Hong Kong.  
Below: Shahidul Alam: Airport Goodbye (1998), Courtesy of the 
artist and Drik/Majority World
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CHANGING COURSE 
Rather than just bearing witness to the 

migrant labour issues present in this Bearing 

Point, the curatorial endeavour of DAS 2018 

hopes to act as a catalyst to increase cultural 

dialogs between Bangladesh and the countries 

its     work ers engage with, both by showing 

Southeast Asian artists in Bangladesh and 

commissioning Cosmin Costinas’s traveling 

cross-regional exhibition A beast, a god, and 

a line, in addition to engaging with leading 

cultural practitioners from the MENASA and 

SEA regions to spark future collaborations 

through our public programmes. The poetic 

film Dilbar (2013) by Thai artists Apichatpong 

Weerasethakul and Chai Siri, which features in 

Costinas’s exhibition, makes visible one face out 

of the invisible labour force building a space 

that many artists occupy when exhibiting at the 

Sharjah Art Foundation. This worker, named 

Dilbar, which means “full of heart,” hails from 

Bangladesh and it is a privilege to be showing 

this work for the first time in Bangladesh (See 

pg. 279).  

The MENASA cultural dialogues and networks 

are strong, and DAS would not be possible 

were it not for the support of the Sharjah Art 

Foundation, Art Jameel, Alserkal Avenue and 

several of its galleries, as well as the Delfina 

Foundation, which works to develop and draw 

parallels between artistic practices around 

the world, including the MENASA region. 

Institutions such as these have demonstrated 

their ability to spark meaningful change, and 

we look forward to developing relationships 

Yasmin Jahan Nupur: The Long Way Home 2011 detail. Courtesy 

of the artist and Exhibit320. Image Credit: Exhibit 320.  

7 After closing this publication, we were delighted to learn that 
we have been awarded an inaugaral grant from the National 
Council of Singapore to support Charles Lim and Ho Tzu Nyen’s 
presentations in Dhaka. We hope that this is the start of a dynamic 
exchange with Singapore. We are extremely grateful to the NTU 
Centre for Contemporary Art who invited me for a residency in 
2016, and this experience informs much of this Bearing Point. The 
team at the CCA have been doing meaningful and impactful work 
in building cross-regional and international networks beyond that 
of Southeast Asia, under the brilliant direction of Ute Meta Bauer. 
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with our neighbours in Southeast Asia to create 

meaningful impact to support the culture of 

those who support our development.7

 

ANDREW ANANDA VOOGEL 
(b. 1983 in Los Angeles,  lives and works, Taipei) 

Andrew Ananda Voogel is an artist working at 

the intersection between video and installation. 

His practice involves rigorous investigations 

into history, geography and personal narrative. 

Voogel’s primary research is centred around 

the indentured labour trade from India to 

the Caribbean. He holds an MFA from the 

San Francisco Art Institute and BFA in Post-

Colonial Literature from the University of 

California, Santa Cruz. 

His solo exhibitions 

include:  Drawing Void, 

Yeongang Gallery, 

DMZ, South Korea 

(2017); Black Water, 

YoungProjects Gallery, 

Los Angeles, USA 

(2015); and Record 

of Exile, Museum 

of the Peninsula, 

Burlingame, USA (2014). He has  also 

participated in: Manifesta 11 (2016); Growing 

Sea, Busan Sea Festival, South Korea (2015); 

and the Kochi-Muziris Biennale (2014). In 2016, 

Voogel was nominated for the San Francisco 

MOMA’s Society for the Encouragement of 

Contemporary Art  Award, which recognises 

the achievements of emerging artists.

ANOKA FARUQEE 
(b. 1972 in Ann Arbor, Michigan, lives and works, New Haven,)

Anoka Faruqee is known for her abstract 

paintings, which pulsate with their optical and 

chromatic effects. Drawing inspiration from 

the Op-Art movement and miniature painting 

A¨vÛªy Avb›` fy‡Mj
(Rb¥ 1983, jm A¨v‡Ä‡jm, gvwK©b hy³ivó«, wbevm I Kg©¯’j 

ZvB‡c, ZvBIqvb)

A¨vÛªy Avb›` fy‡Mj, wfwWI I BÝU‡jkb-Gi 
cÖwZ‡”Q‡` wµqvkxj GKRb wkíx| Zvi wkí mvabvi 
mv‡_ BwZnvm, f~‡Mvj I e¨w³MZ aviv weeiYxi 
K‡Vvi AbymÜvb RwoZ| cªv_wgKfv‡e fy‡Mj-
Gi M‡elYv fviZ †_‡K K¨vwiweqv‡b Pyw³e× 
kªg evwYR¨‡K †K›`ª K‡i AvewZ©Z nq| wZwb mvb 
d«vwÝ‡¯‹v AvU© BÝwUwUDU †_‡K GgGdG Ges DËi-
Jcwb‡ewkK mvwn‡Z¨ BDwbfvwm©wU Ae K¨vwj‡dvwb©qv, 
m¨v›Uv µyR †_‡K weGdG wWwMª AR©b K‡ib| Zvi 
GKK cª`k©bxi g‡a¨ i‡q‡Qt W«Bs f‡qW, BqbMvs 
M¨vjvwi, wWGg‡RW, `w¶Y †Kvwiqv (2017); 

eø¨vK IqvUvi, Bqvs 
cª‡R±m M¨vjvwi, jm 
A¨v‡Ä‡jm, gvwK©b hy³ivóª 
(2015); Ges †iKW© Ae 
G·vBj, wgDwRqvg Ae 
†cwbbmyjv, evwj©b‡MBg, 
gvwK©b hy³ivóª (2014)| 
GQvovI wZwb AskMªnY 
K‡i‡Qbt g¨vwb‡d÷v 
11 (2016); †MªvBs wm, 
eymvb wm †dw÷fvj, 
`w¶Y †Kvwiqv (2015); 

Ges KwP-gywhwim weGbv‡j (2014)| 2016 mv‡j 
fy‡Mj, mvb d«vwÝ‡¯‹v GgIGgG-i †mvmvBwU di 
w` GbKv‡iR‡g›U Ae K‡›U‡¤úvivwi AvU© A¨vIqvW©-
Gi Rb¨ g‡bvbxZ nb, hv D`xqgvb wkíx‡`i ¯^xK…wZ 
cª`vb K‡i _v‡K|

Av‡bvKv dviæKx
(Rb¥ 1972, A¨vb Ave©i, wgwkMvb, wbevm I Kg©¯’j wbD n¨v‡fb, 

gvwK©b hy³ivóª)

Av‡bvKv dviæKx Zvi weg~Z© wPÎK‡g©i Rb¨ mycwiwPZ, 
Zvi wPÎKg© `„k¨gvbZv Avi ewY©j Dcv`v‡b 
¯úw›`Z| Ac-AvU© Av‡›`vjb I wgwb‡qPvi †cBw›Us 
†KŠkj Øviv AbycªvwYZ Zvi wkíKg©, `k©K‡K 
†K›`ªP~¨Z K‡i GK ai‡bi ÎæwUc~Y© Agm„Y åg m„wó 

Andrew Ananda Voogel: Kalapani, HD Projection , 4:3 Ratio, 

Silent, 2014 . Courtesy of the Artist.
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techniques, her 

work decentres the 

viewer, producing 

glitched illusions 

whose jerky, yet 

subtle movements, 

appear to be 

ripples in seas of 

data.  Faruqee 

studied painting 

at Yale University, 

graduating in 1994, and later earned her MFA 

in 1997 from the Tyler School of Art. Faruqee 

is currently Director of Graduate Studies, 

Painting/Printmaking at Yale School of Art, 

and was previously Co-Director of the Art 

Programme Faculty, at Cal Arts, and has also 

taught at the Art Institute of Chicago. Faruqee’s 

work has been exhibited internationally, her 

solo exhibitions, include: The Visible Spectrum, 

Secession, Vienna (2017); and group exhibitions, 

Near and Dear, Elizabeth Foundation for the 

Arts, New York (2017); and Ulterior Motif, The 

Painting Center, New York (2015); among others. 

Faruqee has been awarded the Pollock Krasner 

Foundation Grant (2012); the Artadia Individual 

Artist Grant (2012); and undertaken residencies 

at PS1’s National Studio Programme, New York 

(2002); and the Whitney Museum Independent 

Study Programme, New York (1998).

CHARLES LIM YI YONG
(b. 1973 in Singapore, lives and works, Singapore) 

Charles Lim Yi Yong is a former professional 

and Olympic sailor, whose practice stems from 

an intimate, bodily engagement with the natural 

world, mediated and informed by field research 

and experimentation, performance, drawing, 

photography and video. Since 2005, he has 

developed a body of work entitled SEA STATE 

K‡i, hvi Agm„Y 
A_P m~² Av‡›`vjb, 
Dcv‡Ëi mgy‡`ª 
Zi‡½i gZ g‡b 
nq| dviæKx B‡qj 
wek¦we`¨vj‡q †cBw›Us 
wel‡q cov‡kvbv 
K‡ib, 1994 mv‡j 
Mª¨vRy‡qkb m¤úbœ 
K‡ib Ges 1997 
mv‡j UvBjvi ¯‹yj 

Ae AvU© †_‡K GgGdG wWwMª AR©b K‡ib| eZ©gv‡b 
dviæKx B‡qj ¯‹yj Ae AvU©-Gi †cBw›Us/wcª›U‡gwKs 
wefv‡Mi Mª¨vRy‡qU ÷vwWR-Gi cwiPvjK Ges Gi 
c~‡e© wZwb K¨vj AvU©m-Gi AvU© †cªvMªvg d¨vKvwëÕi 
mncwiPvjK wn‡m‡e `vwqZ¡ cvjb K‡ib| GQvovI 
wZwb wkKv‡Mv AvU© BÝwUwUDU-G wk¶KZv K‡i‡Qb| 
dviæKxÕi wkíKg© AvšÍR©vwZKfv‡e cª`wk©Z n‡q‡Q, 
Zvi GKK cª`k©bxi g‡a¨ Av‡Qt w` wfwRe&j 
†¯úKUªvg, †m‡mkb, wf‡qbv (2017); Ges 
`jMZ cª`k©bx nj wbqvi A¨vÛ wWqvi, GwjRv‡e_ 
dvD‡Ûkb di AvU©m, wbD BqK© (2017); Ges 
Av‡ëwiqi †gvwUd, w` †cBw›Us †m›Uvi, wbD BqK© 
(2015); mn AviI Ab¨vb¨| dviæKx, cjK 
µ¨vRbvi dvD‡Ûkb Mª¨v›U (2012); w` AvU©vwWqv 
BwÛwfRyqvj AvwU©÷ Mª¨v›U (2012) AR©b K‡ib 
Ges wcGm1-Gi b¨vkbvj ÷ywWI †cªvMªvg, wbD 
BqK© (2002) Ges ûBUwb wgDwRqvg BwÛ‡c‡Û›U 
÷vwW †cªvMªvg, wbD BqK© (1998)-G †iwm‡WwÝ MªnY 
K‡i‡Qb|

Pvj©m wjg B Bqs
(Rb¥ 1973, wm½vcyi, wbevm I Kg©¯’j wm½vcyi)

Pvj©m wjg B Bqs, c~‡e© GKRb †ckv`vi I 
Awjw¤úK bvweK wQ‡jb, hvi mvabv cªvK…wZK 
RM‡Zi mv‡_ GKwU AšÍi½, kvixwiK wg_w®Œqv †_‡K 
DrmvwiZ Ges gvV ch©v‡qi M‡elYv Ges cix¶Y, 
cwi‡ekbv, wPÎvsKb, Av‡jvKwPÎ Ges wfwWI Øviv 
AeMZ| 2005 mvj †_‡K ïiæ K‡i, wZwb wm 
†÷U wk‡ivbv‡g GK wkíKg© m¤¢vi M‡o Zy‡j‡Qb 

Anoka Faruqee: 2013P-45, 2013, 2014P-48 (2014), acrylic on linen on panel. 
Courtesy of the artist and Koenig & Clinton, Brooklyn. Photo credit: Evan 
Whale, Los Angeles. 
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that explores Singapore’s political, biophysical 

and psychic contours through the visible and 

invisible lenses of the 

sea. He studied Fine 

Art at Central Saint 

Martins School of Art 

and Design, London, 

graduating in 2001. He 

is a member of the net-

art collective tsunamii.

net. Lim represented 

Singapore in the 56th 

Venice Biennale (2015), 

and has participated 

in exhibitions 

internationally, including: SEA STATE, NTU-

CCA, Singapore (2016); the Singapore Biennale 

(2011); Manifesta 7 (2008); the Shanghai 

Biennale (2008); and Documenta11, Kassel 

(2002); among others.

GAN CHIN LEE 
(b. 1977 in Kuala Lumpur, lives and works, Kuala Lumpur)

Gan Chin Lee’s paintings expand upon the 

narrative traditions of Malaysia. Borrowing 

traditional composition formulas, his multi-

panel paintings manipulate the traditional 

sequence, dealing with the entangled histories 

of the city, the politics of labour and modernity 

in Southeast Asia, with a focus on the 

usually marginalised 

experiences of 

migrant workers and 

refugees. Chin Lee 

took Advanced Studies 

in Mural Painting, 

completing his course 

in 2005, and earned 

his MA in Fine Art 

in 2008, both at the 

Charles Lim: SEA STATE 6: phase1 (2015), film still.  

Image courtesy of the artist. 

Gan Chin Lee, No Place for dispora Man, 2014-2015, Oil on linen, 

152.4x304.8 cm. Images courtesy of Richard Koh Fine Art & the artist.

hv, wm½vcy‡ii ivR‰bwZK, ˆRweK-kvixwiK, Ges 
gb¯ÍvwË¡K Aeqe AbymÜvb K‡i mgy‡`ªi `„k¨gvb I 

A`„k¨gvb †j‡Ýi ga¨ 
w`‡q| wZwb jÛ‡bi 
†m›Uªvj †m›U gvwU©Ý 
¯‹yj Ae AvU© A¨vÛ 
wWRvBb-G dvBb AvU©-
Gi Dci cov‡kvbv 
m¤úbœ K‡i 2001 mv‡j 
Mª¨vRy‡qkb AR©b K‡ib| 
wZwb B›Uvi‡bU wfwËK 
wkí msN mybvwg.†bU 
(tsunamii.net)-Gi 
GKRb m`m¨| wjg, 
56Zg †fwbm weGbv‡j 

(2015)-†Z wm½vcy‡ii cªwZwbwaZ¡ K‡ib Ges 
wm †÷U, GbwUBD-wmwmG, wm½vcyi (2016); w` 
wm½vcyi weGbv‡j (2011); g¨vwb‡d÷v 7 (2008); 
w` mvsnvB weGbv‡j (2008); Ges WKy‡g›Uv 11, 
Kv‡mj (2002) mn AvšÍR©vwZK eû cª`k©bx‡Z 
AskMªnY K‡i‡Qb|

Mvb wPb wj
(Rb¥ 1977, Kzqvjvjvgcyi, wbevm I Kg©¯’j, Kzqvjvjvgcyi, 
gvjqwkqv)

Mvb wPb wjÕi †cBw›Usmg~n gvjqwkqvi avivweeiYxi 
HwZn¨‡K wfwË K‡i we¯Í„Z nq| Zvi gvwë-
c¨v‡bj †cBw›Us¸wj, HwZn¨evnx K‡¤úvwRkb 
dg©yjv avi K‡i cª_vMZ avivevwnKZv‡K cªfvweZ 
K‡i, kn‡ii RU cvKv‡bv BwZnvm, `w¶Y c~e© 

Gwkqvi kªg-ivRbxwZ 
Ges AvaywbKZvi 
mv‡_ †evSvcov K‡i, 
we‡klfv‡e `„wócvZ 
K‡i cªevmx kªwgK I 
kiYv_©x‡`i cªvwšÍK 
AwfÁZvi cªwZ| wPb wj, 
A¨vWfvÝW ÷vwWm Ab 
gy¨ivj †cBw›Us wel‡q 
2005 mv‡j cov‡kvbv 
m¤úbœ K‡ib Ges dvBb 
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Central Academy of Fine Arts, Beijing. He won 

the Malaysian Emerging Artist Award in 2009. 

Selected exhibitions include: Being Human, 

Figuratism of 16 Malaysian Artist, White Box, 

MAP, Kuala Lumpur (2015); Mukakata: Beyond 

Portraiture, Segaris Art Center, Kuala Lumpur 

(2013); and Members Only, National Art Gallery, 

Kuala Lumper (2010); among others. His work 

is held in the collections of Kula Lumpur’s 

Petronas Gallery; National Portrait Gallery; and 

National Visual Arts Gallery.

KAMRUZZAMAN SHAHDIN 
(b. 1974 in Thakurgaon, lives and works, Dhaka)

Kamruzzaman Shahdin is an artist whose 

participatory practice incorporates sculpture, 

painting, installation, performance, video, and 

public art interventions. His work maintains 

a satirical edge, 

dealing directly 

with the politics 

of environmental 

degradation and 

destruction, and its 

effects on communities 

across Bangladesh.  

In 2001, he founded 

the Gidree Bawlee 

Foundation of Arts 

which has been realising community based 

projects and residencies in Thakurgaon, 

through notable collaborations with the Santhal 

community and its traditions. Shahdin studied 

at the Faculty of Fine Arts, Dhaka University, 

graduating with his BFA in 1996, and MFA in 

1999. His recent exhibitions include: solo show, 

Rooted in Soil, Alliance Française de Dhaka 

(2016); and participation in the 13th (2008) 

and 17th (2016) Asian Art Biennale, Dhaka; 

International SOLO Festival, Bangkok (2016); 

and In-Site, EMK Center, Dhaka (2016). He was 

AvU©-Gi Dci GgG wWwMª AR©b K‡ib 2008 mv‡j, 
Dfq wWwMª wZwb †eBwRs-Gi †m›Uªvj A¨vKv‡Wwg 
Ae dvBb AvU©m †_‡K AR©b K‡ib| wZwb 2009 
mv‡j gvjqwkqvb GgvwR©s AvwU©÷ A¨vIqvW© jvf 
K‡ib| Zvi wbe©vwPZ cª`k©bxi g‡a¨ Av‡Qt wewqs 
wnDg¨vb, wdMv‡iwUR&g Ae 16 gvjqwkqvb AvwU©÷, 
†nvqvBU e·, GgGwc, Kzqvjvjvgcyi (2015); 
gyKvKvZvt weqÛ †cv‡Uª©BPvi, †mMvwim AvU© †m›Uvi, 
Kzqvjvjvgcyi, (2013); Ges †g¤^vim Ibwj, 
b¨vkbvj AvU© M¨vjvwi, Kzqvjvjvgcyi (2010); 
mn AviI Ab¨vb¨| Zvi wkíKg© Kzqvjvjvgcy‡ii 
†c‡Uªvbvm M¨vjvwi; b¨vkbvj †cv‡Uª©BU M¨vjvwi Ges 
b¨vkbvj wfRy¨qvj AvU©m M¨vjvwii msMª‡ni AšÍf©y³|

Kvgiæ¾vgvb ¯^vaxb
(Rb¥ 1974, VvKyiMuvI, wbevm I Kg©¯’j XvKv, evsjv‡`k)

Kvgiæ¾vgvb ¯^vaxb Ggb GKRb wkíx hvi 
AskMªnYg~jK mvabvi AšÍf©y³ nj fv¯‹h©, †cBw›Us, 

BÝU‡jkb, cwi‡ekbv, 
wfwWI Ges cvewjK 
AvU©-B›Uvi‡fbkb| 
Zvi Kv‡Ri g‡a¨ GKUv 
e¨v½vZ¥K avi Av‡Q, hv 
mivmwi cwi‡ek wech©q 
I aŸs‡mi ivRbxwZ Ges 
Gi cªfve evsjv‡`k Ry‡o 
emevmiZ KwgDwbwUi 
Dci wKiƒc Zv wb‡q 
KvR K‡i| 2001 mv‡j 

wZwb wM`&ix evDwj dvD‡Ûkb Ae AvU©m cªwZôv 
K‡ib hv VvKyiMuvI †Rjvq KwgDwbwU wfwËK 
cªKí Ges †iwm‡WwÝ m¤úbœ K‡i P‡j‡Q, muvIZvj 
Rb‡Mvôx Ges Zv‡`i HwZ‡n¨i mv‡_ D‡jøL‡hvM¨ 
mn‡hvwMZv mnKv‡i| ¯^vaxb, XvKv wek¦we`¨vj‡q 
PviæKjv Abyl‡` cov‡kvbv K‡i‡Qb| 1996 mv‡j 
weGdG mn‡hv‡M Mª¨vRy‡qkb m¤úbœ K‡ib Ges 
1999 mv‡j GgGdG m¤úbœ K‡ib| Zvi mv¤cÖwZK 
cª`k©bxmg~‡ni g‡a¨ i‡q‡Qt GKK cª`k©bx, iæ‡UW 
Bb m‡qj, Awjqum d«‡mR, XvKv (2016); Ges 
13Zg (2008) I 17Zg (2016) Gwkqvb AvU© 

Kamruzzaman Shahdin: Haven Is Elsewhere (2018). Courtesy of 

the artist.
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awarded the Grand Prize at the 17th Asian Art 

Biennale, Dhaka (2016). 

SHAHIDUL ALAM
(b. 1955 in Dhaka, lives and works in Dhaka)

Shahidul Alam is a photographer, curator , 

writer and activist, who established the Pathsala 

South Asian Media 

Academy in 1998. He 

is most known for his 

work The Struggle 

for Democracy which 

documents the uprising 

that led to the ousting 

of General Ershad in 

1990. Alam earned 

a PhD in Organic 

Chemistry from 

London University in 

1983. Upon his return 

to Bangladesh he 

established the Drik Media Agency in 1989 

and in 1999, the Chhobi Mela International 

Festival of Photography, a biennale of 

photograpy. Alam has curated the Photoquai 

at the Musée du Quai Branly (2013); Where 

Three Dreams Cross at the Photomuseum 

Winterthur and the Whitechapel Gallery 

(2010); and has participated in exhibitions 

such as Migration, at the Pune Biennale (2017); 

the Kochi Muziris Biennale (2012) and In the 

Realm of Architecture at the Centre George 

Pompidou and the Museum of Modern Art 

(1992) among others. He has been awarded 

Lifetime Achievement Award by the Bangladesh 

Photographic Society in 2017 and the Shilpakala 

weGbv‡j, XvKv-‡Z AskMªnY K‡ib; AvšÍR©vwZK 
†mv‡jv †dw÷fvj, e¨vsKK (2016); Ges Bb-
mvBU, BGg‡K †m›Uvi, XvKv (2016)| wZwb 17Zg 
Gwkqvb weGbv‡j, XvKv (2016)-Gi Mª¨vÛ cªvBR 
jvf K‡ib|

kwn`yj Avjg
(Rb¥ 1955 XvKv; wbevm I Kg©¯’j XvKv, evsjv‡`k)

kwn`yj Avjg GKRb 
Av‡jvKwPÎwkíx, 
wKD‡iUi, †jLK Ges 
Av‡›`vjbKg©x, whwb 
cvVkvjv mvD_ Gwkqvb 
wgwWqv GKv‡Wwg cÖwZôv 
K‡ib 1998 mv‡j| wZwb 
g~jZ Zvi wkíKg© Ôw` 
÷ªvMj di †W‡gv‡µwm’i 
Rb¨ me‡P‡q †ewk 
cwiwPZ, †h wkíK‡g© 
†Rbv‡ij Gikv`‡K 
DrLvZKvix 1990-Gi 

MYAf~¨Ìvb `wjjfy³ Kiv n‡q‡Q| Avjg 1983 
mv‡j jÛb wek¦we`¨vjq ‡_‡K ˆRe imvqb wel‡q 
wcGBPwW AR©b K‡ib| evsjv‡`‡k †divi ci wZwb 
1989 mv‡j `„K wgwWqv G‡RwÝ I 1999 mv‡j Qwe 
†gjv B›Uvib¨vkbvj †dw÷fvj Ae d‡UvMÖvwd cÖwZôv 
K‡ib, hv GKwU Av‡jvKwPÎ weGbv‡j| Avjg, 
wgDwR `y KzqvB eªvbwj (2013)-†Z GKwU d‡UvKzqvB 
wKD‡iU K‡i‡Qb; d‡UvwgDwRqvg DB›UAv_©vi A¨vÛ 
w` †nvqvBUP¨v‡cj M¨vjvwi (2010)-†Z wKD‡iU 
K‡i‡Qb †nvq¨vi w_ª wWªg&m µm; Ges wZwb, cy‡b 
weGbv‡j (2017)-†Z AbywôZ gvB‡MÖkb; KwP 
gywhwiR weGbv‡j (2012) Ges †m›Uvi RR© cw¤ú‡`v 
I w` wgDwRqvg Ae gWvb© AvU© (1992)-G AbywôZ, 
Bb w` wi‡qj&g Ae AvwK©‡UK&Pvi mn AviI wewfbœ 
cÖ`k©bx‡Z AskMÖnY K‡i‡Qb| wZwb evsjv‡`k 
d‡UvMÖvwdK †mvmvBwU cÖ`Ë jvBdUvBg A¨vwPf‡g›U 
A¨vIqvW© AR©b K‡ib 2017 mv‡j Ges 2015 mv‡j 

Airport Wave: 1996, Shahidul Alam/Drik/Majority World
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Award in 2015. 

SUBAS TAMANG 
(b. 1990 in Amardaha, lives and works, Kathmandu)

An artist and organiser, Subas Tamang’s practice 

embraces installations and public art as medium 

through which to address the experiences of 

migrant workers, and the politics of precarity 

in Nepal; often incorporating autobiographical 

elements deriving from his family of traditional 

stone carvers. He graduated from his BFA in 

Subas Tamang: I want to die in my own house (2017), carving on slate stone, slate, iron. Courtesy of the artist and the Samdani Art 

Foundation.  

2015, and is currently undertaking his MFA 

at Tribhuwan University’s Lalit Kala campus. 

In 2014, he collaborated with BFA third year 

students to organise the Lalitlaka Mahotsav 

which he coordinated, and in 2011, co- founded 

the A-Drops young artist group in Kathmandu. 

Tamang has participated in exhibitions at the 

Sarvanam Art Gallery (2017), Artree Nepal 

(2017), and the Nepal Academy of Fine Art 

(2012). He was involved in the art project 

Synthetic Flow and The Truth of a Sacred River 

for Climate +Change exhibition organised by 

AR©b K‡ib wkíKjv cyi¯‹vi|

myevm Zvgvs
(Rb¥ 1990, Agi`vn, wbevm I Kg©¯’j, KvVgvÛz, †bcvj)

GKvav‡i wkíx I msMVK, myevm Zvgvs-Gi mvabv 
BÝU‡jkb Ges MYwkí gva¨g‡K eiY K‡i †bq hvi 
gva¨‡g cªevmx kªwgK‡`i AwfÁZv‡K Ges †bcv‡ji 
AwbðqZvi ivRbxwZ‡K m¤¢vlY Kiv nq; A‡bK 
mgq HwZn¨evnx cv_i †Lv`vBKvix‡`i cwiev‡ii 
AvZ¥Rxebxg~jK Dcv`vbmg~n‡K AšÍf©y³ K‡i| wZwb 
2015 mv‡j weGdG m¤úbœ K‡ib Ges eZ©gv‡b 

wÎf~eb wek¦we`¨vj‡qi jwjZ Kjv K¨v¤úvm-G 
GgGdG ch©v‡q Aa¨qbiZ| 2014 mv‡j, wZwb 
weGdG Z…Zxq e‡l©i wk¶v_©x‡`i mv‡_ mw¤§wjZfv‡e 
jwjZ Kjv g‡nvrme Av‡qvRb K‡ib hvi mgš^qKvix 
wn‡m‡e wZwb `vwqZ¡ cvjb K‡ib Ges 2011 mv‡j 
Ab¨vb¨‡`i mv‡_ wg‡j G-Wªcm Bqvs AvwU©÷ MÖæc 
KvVgvÛz MVb K‡ib| Zvgvs me©bvg AvU© M¨vjvwi‡Z 
(2017), AvwUª© †bcvj (2017) Ges w` †bcvj 
A¨vKv‡Wwg Ae dvBb AvU© (2012)-†Z, cª`k©bx‡Z 
AskMªnY K‡i‡Qb| wZwb wmb‡_wUK †d¬v wkí cªK‡í 
Ges AvBwmAvBGgIwW Av‡qvwRZ w` Uªy_ Ae G 
†mBK‡iW wifvi di K¬vB‡gU+†PÄ cª`k©bx‡Z 
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ICIMOD (2013).

LIU XIAODONG 
(b. 1963 in Jincheng, lives and 

works, Beijing) 

Liu Xiaodong is a 

painter and educator, 

and a leading figure 

in the Neo-Realist 

Painters movement 

of 1990s China. 

Xiaodong’s work 

attempts to reimagine Chinese figurative 

painting, outside the context of Socialist 

Realism during the Cultural Revolution, 

rejecting propagandist subject matter, and 

instead drawing on his study of post-Communist 

China.  He received his BFA in 1988, and MFA 

in 1995, in Painting from the Central Academy 

of Fine Arts, Beijing, where he now holds 

tenure as professor. He continued his studies 

at the Academy of Fine Arts, University of 

Complutense, Madrid between 1998–99. Recent 

solo exhibitions include: Painting as Shooting, 

Faurschou Foundation, Copenhagen (2016); 

Childhood Friends Getting Fat, Minsheng 

Art Museum, Shanghai (2015); and Hometown 

Boy, the Ullens Center for Contemporary 

Art, Beijing, China (2010). Selected group 

exhibitions include: Art and China after 1989: 

Theatre of the World, Solom R. Guggenheim 

Museum, New York (2017); Datumsoria, Chronus 

Art Center, Shanghai (2016); the Gwangju 

Biennale (2014); the Venice Biennale (2013, 

1997);the Shanghai Biennale (2010, 2000); 

and the 15th Biennale of Sydney, Australia 

(2006). His work is held in the collections of 

the  National Art Museum of China, Beijing; 

Queensland Art Gallery, Brisbane, Australia; 

Fukuoka Art Museum, Japan; and the Asian Art 

Museum of San Francisco, USA.

Liu Xiaodong: Steel 8, 2016, Oil on canvas, diptych. Courtesy of 

the artist and Massimo De Carlo, Milan/London/Hong Kong. 

(2013) AskMªnY 
K‡i‡Qb|

wjD wkqvI`s
(Rb¥ 1963, wRb‡Ps, wbevm I 
Kg©¯’j †eBwRs, Pxb)

wjD wkqvI`s GKRb 
wPÎwkíx I wk¶K 
Ges Px‡bi 1990-
Gi `k‡Ki wbI-

wi‡qwj÷ †cB›Uvi‡`i Av‡›`vj‡bi cª_g mvwii 
e¨w³Z¡| wkqvI`s-Gi Kv‡R, mvs¯‹…wZK wecø‡ei 
†mvk¨vwj÷ wi‡qwjRg-Gi †cªw¶‡Zi evB‡i wM‡q, 
cªPviYvg~jK welqe¯‘‡K eR©b K‡i, mvg¨ev`-DËi 
Px‡bi e¨vcv‡i Zvi wbR¯^ M‡elYv‡K wfwË K‡i 
ˆPwbK wdMv‡iwUf †cBw›Us-†K bZyb K‡i fvevi 
†Póv i‡q‡Q| wZwb 1988 mv‡j weGdG wWwMª 
AR©b K‡ib Ges 1995 mv‡j GgGdG m¤úbœ 
K‡ib, DfqB †cBw›Us wel‡q, †eBwRs-Gi †m›Uªvj 
A¨vKv‡Wwg Ae dvBb AvU©m †_‡K, †hLv‡b wZwb 
eZ©gv‡b GKRb Aa¨vcK| wZwb A¨vKv‡Wwg Ae 
dvBb AvU©m, BDwbfvwm©wU Ae Kgcøy‡Ub&m, gvw`ª`-G 
Aa¨qb K‡ib 1998-99 mv‡j| mv¤cÖwZK GKK 
cª`k©bxi g‡a¨ Av‡Qt †cBw›Us A¨vR ïwUs, dvDi‡kv 
dvD‡Ûkb, †Kv‡cb‡n‡Mb (2016); PvBìûW 
†d«Ûm †MwUs d¨vU, wgb‡ks AvU© wgDwRqvg, mvsnvB 
(2015); Ges †nvgUvDb eq, D‡jbm †m›Uvi 
di K‡›U‡¤úvivwi AvU©, †eBwRs, Pxb (2010)| 
wbe©vwPZ `jMZ cª`k©bxi g‡a¨ i‡q‡Qt AvU© A¨vÛ 
Pvqbv AvdUvi 1989t w_‡qUvi Ae w` Iqvì©, 
†mv‡jvg Avi ¸‡MbnvBg wgDwRqvg, wbD BqK© 
(2017); `vZzg‡mvwiqv, †µvbvm AvU© †m›Uvi, 
mvsnvB (2016); †MvqvsRy weGbv‡j (2014); 
†fwbm weGbv‡j (2013, 1997); mvsnvB weGbv‡j 
(2010, 2000); Ges 15Zg weGbv‡j wmWwb, 
A‡÷ªwjqv (2006)| Zvi wkíKg© msiw¶Z Av‡Q 
b¨vkbvj AvU© wgDwRqvg Ae Pvqbv, †eBwRs; 
KzBÝj¨vÛ AvU© M¨vjvwi, weªmeb, A‡÷ªwjqv; dzKzIKv 
AvU© wgDwRqvg, Rvcvb Ges Gwkqvb AvU© wgDwRqvg 
Ae mvb d«vwÝ‡¯‹v, gvwK©b hy³ivóª-Gi msMªnkvjvq|
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LUCY RAVEN 
(b. 1977 in Tucson, Arizona, lives and works, New York City)

Lucy Raven’s practice encompasses a variety 

of media including animated films, sculptural 

installations, performative lectures, curatorial 

projects, and interventions into live television: 

all underpinned by her interest in the 

relationship between technology, labour and 

the ways 

in which 

images are 

manufactured, 

distributed 

and consumed 

within our 

globalised 

world. Raven 

received a 

BFA in Studio 

Art, and a BA 

in Art History 

from the University of Arizona, Tucson in 2000, 

and an MFA from Bard College’s Milton Avery 

Graduate School of the Arts, New York in 2008.  

Her recent solo exhibitions include:  Edge of 

Tomorrow, Serpentine Galleries, London (2016); 

Low Relief, Columbus Museum of Art, Ohio 

(2016); and Lucy Raven, Centre Vox de l’Image 

Contemporaine, Montréal (2015). Other group 

exhibitions include: La Biennale de Montreal 

with Thirteen Black Cats (2016); Tate Modern 

reopening (2016); 27th Brno Biennial, Czech 

Republic (2016); Over you/you, 31st Biennial of 

Graphic Arts, Ljubljana (2015); and The Owl’s 

Legacy and Its Discontents, National Gallery 

of Prague (2015). Her work is in the collections 

of the Museum of Modern Art, New York; 

the Guggenheim Museum, New York; and the 

Hammer Museum, Los Angeles. 

jywm i¨v‡fb
(Rb¥ 1977, UzmKb, A¨vwi‡Rvbv, wbevm I Kg©¯’j wbD BqK© 

wmwU, gvwK©b hy³ivóª)

jywm i¨v‡fb-Gi wkí mvabvi AvIZvfy³ nj 
‰ewPÎ¨c~Y© me gva¨g, hvi g‡a¨ A¨vwb‡g‡UW wdj¥, 
fv®‹h©wfwËK BÝU‡jkb, cvid‡g©wUf †jKPvi, 
wKD‡iUwiqvj cª‡R± Ges †Uwjwfk‡b mivmwi 

m¤cÖPv‡ii mgq 
B›Uv‡f©bkb 
AšÍf©y³t Gm‡ei 
g~‡j i‡q‡Q 
cªhyw³, kªg Ges 
wek¦vwqZ G 
RM‡Z B‡gR 
Drcv`b, weZiY 
I ‡fv‡Mi 
cš’vmg~‡ni 
g‡a¨ m¤ú‡K©i 
e¨vcv‡i Zvi 
AvMªn| i¨v‡fb 
÷ywWI AvU© 

wel‡q weGdG I AvU© wn÷wi-‡Z weG wWwMª AR©b 
K‡ib BDwbfvwm©wU Ae A¨vwi‡Rvbv, UzmKb †_‡K| 
cieZ©x‡Z wZwb evW© K‡jR-Gi wgëb A¨v‡fwi 
MªvRy‡qU ¯‹zj Ae w` AvU©m, wbD BqK© †_‡K 
2008 mv‡j GgGdG wWwMª AR©b K‡ib| Zvi 
mv¤cÖwZK GKK cª`k©bxmg~‡ni g‡a¨ Av‡Qt GR 
Ae Uzg‡iv, mv‡c©›UvBb M¨vjvwiR, jÛb (2016); 
†jv wiwjd, Kjv¤^vm wgDwRqvg Ae AvU©, Inv‡qv 
(2016); Ges jywm i¨v‡fb, †m›Uvi f· wW jÕB‡gR 
K‡›U‡¤úv‡iBb, gw›Uª‡qj (2015)| Ab¨vb¨ `jMZ 
cª`k©bxi g‡a¨t jv weGbv‡j wW gw›Uª‡qj DB_ _
vwU©b eø¨vK K¨vUm (2016); †UBU gWvb© wiI‡cwbs 
(2016); 27Zg eª‡bv weGbvj, †PK wicvewjK 
(2016); Ifvi BD/BD, 31Zg weGbvj Ae MªvwdK 
AvU©m, wjDweøqvbv (2015); Ges w` AvDjÕm 
†j‡Mwm A¨vÛ BU&m wWmK‡›U›Um, b¨vkbvj M¨vjvwi 
Ae cªvM (2015)| Zvi wkíKg© msiw¶Z Av‡Q 
wgDwRqvg Ae gWvb© AvU©, wbD BqK©; w` ¸‡MbnvBg 
wgDwRqvg, wbD BqK©; Ges n¨vgvi wgDwRqvg, jm 

Lucy Raven, Curtains, 2014, anaglyph video installation, 5.1 sound 50 minutes. Courtesy of 

the artist.
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NABIL RAHMAN 
(b. 1988 in Sylhet, lives and works, Dhaka)

Nabil Rahman’s practice archives the industrial 

present through a process which involves 

collecting found objects, mark making and 

the written word. Creating ironic references 

to the histories and languages of abstraction, 

he investigates the politics of abstraction by 

weaving traces of the global flows of material 

into his work, destabilising 

the supposed aim of 

abstraction, in search of 

a ‘pure form.’ In 2013, he 

founded the organisation 

Eyes On Bangladesh, which 

organised an exhibition 

in New York highlighting 

the work of Bangladeshi 

Photographers.  He was 

also the Editor-in-Chief 

of Pineapple and Milk, a 

magazine which highlighted 

diaspora artists working in 

New York. Rahman held 

his first solo exhibition, It 

Hung Over Us Like An Anvil, 

during Latitude Longitude 

6, Dhaka (2015); he was 

an artist-in-residence at 

Bellas Artes Projects, Philippines (2017); and 

participated in the exhibition, You Cannot 

Cross the Sea Merely By Staring At The Waves, 

Krinzinger Projekte, Austria (2016).

PRATCHAYA PHINTHONG 
(b. 1974, Ubon Ratchathani, lives and works, Bangkok) 

Pratchaya Phinthong uses art as social practice, 

creating interventions and situations that 

challenge economic and cultural spaces. Often 

in a fictional or poetic mode, his work often 

A¨v‡Ä‡jm-Gi msMª‡n|

bvwej ingvb
(Rb¥ 1988, wm‡jU, wbevm I Kg©¯’j, XvKv, evsjv‡`k)

bvwej ingv‡bi mvabvq Kzwo‡q cvIqv e¯‘ msMªn, 
cªZxK wbg©vY Ges wjwLZ k‡ãi mv‡_ m¤ú„³ 
GKwU cªwµqvq wkívwqZ GK eZ©gvb bw_e× 
nq| weg~Z©Ki‡Yi BwZnvm I fvlvmg~‡ni wel‡q 
cwinvmg~jK †idv‡iÝ m„wói gva¨‡g wZwb weg~Z©Zvi 
ivRbxwZ‡K AbymÜvb K‡ib, wZwb Zvi Kv‡R e¯‘i 

ˆewk¦K cªev‡ni c`wPýmg~n‡K 
ey‡b, weg~Z©Ki‡Yi AbywgZ 
j¶¨‡K Aw¯’wZkxj K‡ib 
Ôweï× dg©Õ Gi †Luv‡R| 
2013 mv‡j, wZwb AvBR Ab 
evsjv‡`k msMVbwUi cËb 
K‡ib, hv wbD Bq‡K© GKwU 
cª`k©bxi Av‡qvRb K‡i, †hLv‡b 
evsjv‡`kx Av‡jvKwPÎx‡`i 
KvR‡K we‡klfv‡e Zz‡j 
aiv nq| wZwb ÔcvBbv‡cj 
A¨vÛ wgéÕ g¨vMvwR‡bi cªavb 
m¤úv`K wQ‡jb, GB g¨vMvwR‡b 
c„w_exi wewfbœ ¯’vb †_‡K 
cwihvwqZ n‡q Avmv wkíx‡`i 
(Wvqv‡¯úviv AvwU©÷m&), hviv 
wbD Bq‡K© Kg©iZ, KvR Zz‡j 
aiv nq| ingv‡bi cª_g 
GKK cª`k©bx AbywôZ nq, BU 
nvs Ifvi AvR jvBK A¨vb 

A¨vbwfj, j¨vwUwUDW jw½wUDW 6, XvKv (2015)-
Gi mgq; wZwb †ejvm Av‡U©m cª‡R±m, wdwjwcb 
(2017)-‡Z GKRb AvwU©÷-Bb-‡iwm‡WÝ wn‡m‡e 
†hvM`vb K‡ib; Ges BD K¨vbbU µm w` wm wgqviwj 
evB †÷qvwis A¨vU w` I‡qfm, wµb&wR½vi cª‡R‡±, 
Aw÷ªqv (2016)-†Z †hvM`vb K‡ib|

Nabil Rahman: Old Bond Street (2017), found 

cigarette foils from Bangladesh. Commissioned for 

DAS 2018, Courtesy of the artist . 
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addresses questions of travel, migration or 

displacement. He received his BFA from 

the  Silpakorn University, Bangkok, Thailand 

in 2000 and attended the  Meisterschule at 

Staedelschule Frankfurt am Main in 2004. Solo 

exhibitions of his work include A proposal to 

set CH4 5.75H20 on fire, Kiosk, 

Ghent (2013); Sleeping Sickness, 

Centre d’Art Contemporain, 

Rennes (2012); Missing 

Objects, Chula Art Museum, 

Bangkok (2005), and he has 

participated in Soils and Stones, 

Souls and Songs, Museum of 

Contemporary Art and Design 

( MCAD), Manila (2016), which 

toured to Para Site, Hong Kong 

and Jim Thompson Art Center, 

Thailand (2017); Anywhere But 

Here, Bétonsalon Center for Art 

and Research, Paris (2016) and 

documenta 13 (2012). 

YASMIN JAHAN NUPUR 
(b. 1979 in Chittagong, lives and works, Dhaka) 

Yasmin Jahan Nupur is a visual and 

performance artist whose work is influenced 

by the ecological and community driven 

aspects of life. Depicting human relationships 

from various points of view, her work explores 

class distinctions and the social discrepancies 

people face—particularly women and migrants 

of South Asia— in an effort to increase 

understanding between people of different 

backgrounds. Her recent work has engaged 

deeply with architecture, and the idea of 

physical and social constructs affecting her 

psyche. She is a member of Britto Arts Trust 

in Bangladesh, and in 2015 was invited to 

attend a performance residency at the Delfina 

cªvZQvqv wds_s 
(Rb¥t 1974 mv‡j Deb ivZQvZvwb‡Z; evm¯’vb I Kg©¯’jt 

e¨vsKK)

 cÖvZQvqv wds_s wkí‡K mvgvwRK PP©v wn‡m‡e 
‡`‡L, ‡hLv‡b ‡m wewfbœ cwiw¯’wZ I ga¨cš’xZvi 

mnvqZv wb‡q A_©‰bwZK I 
mvs¯‹…wZK RvqMv‡K P¨v‡jÄ 
K‡i|  cÖvqB KvíwbK ev Kvwe¨K 
iƒ‡ci gva¨‡g Zvi KvR ågY, 
¯’vbvšÍi ev ¯’vbP¨ywZ‡K  cÖkœwe× 
K‡i| 2000 mv‡j e¨vsKK, _
vBj¨v‡Ûi wkívKb© BDwbfvwm©wU 
‡_‡K weGdG wWMÖx AR©b K‡ib 
Ges 2004 mv‡j ÷¨v‡WjmP‡j 
d«v¼dyU© Avg g¨v‡b gv÷vm© K‡ib| 
Zvi GKK  cÖ`k©bx wn‡m‡e 
i‡q‡Q- G ‡ cÖvcRvj Uy ‡mU CH4 

5.75H20 Ab dvqvi, wKI¯‹, 
‡N›U (2013), wk wcswmK‡bm, 
‡m›Uvi `ÕAvU© K‡›UgcivBb, ‡i‡b 
(2012); wgwms Ae‡R±m, Pyjv 
AvU© wgDwRqvg, e¨v¼K(2005), 
Ges wZwb Av‡iv AskMÖnY K‡i‡Qb 

m‡qjm A¨vÛ ÷Ý, mDjm A¨vÛ msm, wgDwRqvg 
Ae Kb‡U‡¤úvivix AvU© A¨vÛ  wWRvBb (Gg wm 
G wW), g¨vwbjv (2016), hv c¨vivmvBU, nsKs-G 
Ges wRg _¤úmb AvU© ‡m›Uvi, _vBj¨v‡Û (2017) 
ågY K‡i‡Q; Gwb‡nvqvi evU ‡nqvi, ‡e¯ÍÝ¨vjb 
‡m›Uvi di AvU© A¨vÛ wimvP©, c¨vwim (2016) Ges 
WKy‡g›Uv 13 (2012)|

Bqvmwgb Rvnvb b~cyi
(Rb¥ 1979, PÆMªvg, wbevm I Kg©¯’j XvKv, evsjv‡`k)

Bqvmwgb Rvnvb b~cyi GKRb wfRy¨qvj I cvidg©¨vÝ 
wkíx hvi KvR cªfvweZ nq Rxe‡bi ev¯‘ms¯’vbMZ 
Ges KwgDwbwU RwbZ ˆewkó¨mg~‡ni Øviv| gvbweK 
m¤úK©‡K wewfbœ `„wó‡KvY †_‡K Dc¯’vcb K‡i, 
Zvi KvR †mme †kªYx‰elg¨ I mvgvwRK AmsMwZ 
A‡š^lY K‡i, mPivPi gvbyl †hm‡ei m¤§yLxb nq, 
-we‡klfv‡e `w¶Y Gwkqvi bvix I cªevmxiv- wewfbœ 

Pratchaya Phinthong: Untitled (Jeans) 

(2016- 2018), pairs of jeans. Image courtesy 

Aurelien Mole. Exhibition  view of 

Anywhere But Here, Betonsalon - Center 

for Art and Research, Paris, 2016. Courtesy 

of the artist and gb agency, Paris and 

Betonsalon, Paris.   
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Foundation in London. Her work has featured 

in exhibitions internationally, including: Beyond 

Borders, Whitworth Art Gallery, Manchester 

(2017); the Serendipity Arts Festival, Goa 

(2016); the Dhaka Art Summit (2016 and 2014); 

the Bangladesh Pavilion, 54th Venice Biennale 

(2013); and the Asian Art Biennale, Dhaka (2013, 

2008),  receiving the Honourable Mention 

Award for her inclusion in both editions. 

cUf~wg †_‡K Avmv gvby‡li g‡a¨ †evScov e„w×i 
†Póvq| Zvi mv¤cÖwZK KvR ¯’vcZ¨Kjv Ges Zvi 
gb¯Í‡Ë¡i Dci cªfve we¯ÍviKvix †fŠZ I mvgvwRK 
¯’vcbvi aviYvi mv‡_ wbweofv‡e weRwoZ| wZwb 
evsjv‡`‡ki e„Ë AvU©m Uªv÷-Gi mv‡_ hy³ Ges 
2015 mv‡j GKwU cvidg©¨vÝ †iwm‡WwÝÕ‡Z 
‡hvM`v‡bi Rb¨ jÛb-Gi ‡Wjwdbv dvD‡Ûkb KZ©…K 
Avgwš¿Z n‡qwQ‡jb| Zvi KvR AvšÍR©vwZK wewfbœ 
cª`k©bx‡Z ¯’vb †c‡q‡Q, hvi g‡a¨t weqÛ eW©vim, 
ûBUIqv_© AvU© M¨vjvwi, g¨vb‡P÷vi (2017); 
mv‡iwÛwcwU AvU©m ‡dw÷fvj, †Mvqv (2016); 
XvKv AvU© mvwgU (2016 Ges 2014); evsjv‡`k 
c¨vwfwjqb, 54Zg †fwbm weGbv‡j (2013); 
Ges Gwkqvb AvU© weGbv‡j, XvKv (2013, 2008) 
AšÍf©y³| Gwkqvb AvU© weGbv‡jÕi Dfq Avm‡iB 
wZwb Abv‡iej& †gb&kb G¨vIqvW© AR©b K‡ib|

Yasmin Jahan Nupur: The Long Way Home 2011.  Courtesy of the artist and Exhibit320. Image Credit: Exhibit 320.  
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MEDIATION TOOL

FEEL FILL WALK

Use the map of the exhibition (found at the beginning of each 
exhibition’s listing in this guide), to trace your feelings/emo-
tions/thoughts about the artworks you see around you.  But 
first…

1. Take your time to experience the artworks silently and take in 
what is around you, read the artworks captions if this helps you.  

2. Find a place to sit and think about how the exhibition/art-
works have made you feel.  

3. Sketch/write/draw your the thoughts about the exhibition.  

Want to share your thoughts or drawings with someone?  Look 
for the Art Mediators who will be wearing this:    

@dhakaartsummit 
#DAS2018  

Want to share it with everyone?  

Share it to any of the social media platforms be-
low and tag us.  
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GB MvB‡Wi  cÖ‡Z¨KwU  cÖ`k©bxi ‡mKk‡bi mvg‡b gvbwPÎ¸jx e¨envi K‡i Avcwb 
Av‡kcv‡ki wkíKg© A_ev GB  cÖ`k©bx m¤ú‡K© Avcbvi Abyf~wZ / Av‡eM / wPšÍvaviv Lmov 
Ki‡Z cv‡ib| wKš‘ Zvi Av‡M...

bxi‡e Pvicv‡ki KvR¸‡jv ‡`L‡Z _vKyb,  cÖ‡qvR‡b wkíK‡g©i wk‡ivbvg¸‡jvI c‡o 
‡djyb|

GKUv emvi RvqMv Lyu‡R wb‡q  cÖ`k©bx A_ev KvR¸‡jv Avcbvi ‡fZi wK Abyf~wZ Rvw-
M‡q‡Q Zv GKUy wPšÍv K‡i ‡`L‡Z cv‡ib|

Qwe Gu‡K A_ev wj‡L Avcbvi wPšÍvUv eÜx K‡i ivLyb, nq‡Zv A‡bKw`b ci eBwU NvuU‡Z 
wM‡q g‡b c‡o ‡h‡Z cv‡i GB g~û‡Z©i ¯§…wZ|

Avcbvi wj‡L ivLv fvebv¸‡jv KvD‡K ej‡Z Pvb? A_ev Av‡iv wKQy Rvb‡Z AvMÖnx? 
GKRb AvU© ‡gwW‡qUi ‡K Lyu‡R ‡ei Kiyb hv‡`i ci‡b i‡q‡Qt 

mevB ‡K Rvbv‡Z Pvb? ‡h‡Kvb ‡mvk¨vj wgwWqv‡Z ‡kqvi Kiyb, mv‡_ 
ivLyb Avgv‡`i #das2018  

@dhakaartsummit 
#DAS2018  
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A UTOPIAN STAGE  

VALI MAHLOUJI / ARCHAEOLOGY 

OF THE FINAL DECADE

fvwj gvn&‡jŠwR / AvwK©IjwR Ad 

`¨ dvBbvj wW‡KW
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thrust open the 
heavens and start 
anew: Festival 
of Arts, Shiraz-
Persepolis - 
Excavated Archives
Abbas Nalbandian

Abbey Lincoln

Alla Rakha

Andre Gregory

Andrei Serban

Arby Ovanessian

Aziz Mian

Bijan Mofid

Bismillah Khan

Bruno Maderna

Dariush Mehrjui

David Tudor

Debabrata Chaudhuri

Faramarz Payvar

Farrokh Ghaffari

Geoffrey Reeves

Gordon Mumma

Hariprasad Chaurasia

Iannis Xenakis

Ingmar Bergman

Jerzy Grotowski

John Cage

Joseph Chaikin

Karlheinz Stockhausen

Khojasteh Kia

Lakshmi Shankar

Mahin Jahanbegloo-Tajadod

Marguerite Duras

Maurice Béjart

Max Roach

Merce Cunningham

Mohammad Reza Shajarian

Mohammad Reza Lotfi

Mungara Yamini Krishnamurti

Munir Bashir

Munir Sarhadi

Nelliyode Vasudevan 

Namboodiri

Núria Espert

Parviz Kimiavi

Peter Brook

Peter Schumann

Pier Paolo Pasolini

Ram Narayan

Ravi Shankar

Reza Ghotbi

Robert Serumaga

Roshan Ara Begum

Sakhawat Hussain

Sardono Kusumo

Satyajit Ray

Shanta Rao

Tadeusz Kantor

Ted Hughes

Uma Sharma

Vasu Pisharody

Vilayat Khan

Vinayak Vora

Yasujiro Ozu

Yehudi Menuhin

to be free is to loose 
sight of the shore:  
Film Programme
Ashish Avikunthak

Gillo Pontecorvo

Goshka Macuga

Lala Rukh

Larry Achiampong and David 

Blandy

Lindsay Kemp

Mikhail Kalatozov

Ousmane Sembène

Reza Abdoh

Robert Wilson

Rose English

Rose Finn-Kelcey

Sergei Paradjanov

Shezad Dawood 

Shuji Terayama

Simon Moretti

Stan VanDerBeek

William Greaves

William Klein

below the Levels 
where differences 
appear: Performance 
Programme
Goshka Macuga and Vali 

Mahlouji

Hassan Khan

Lalon Baul Singers

Reetu Sattar

Silas Riener

Yasmin Jahan Nupur and 

Santal Performers

 “One of the distinctive virtues of  
modernism is that it leaves its questions 

echoing in the air long after the question-
ers themselves, and their answers, have 

left the scene.”  
 MARSHALL BERMAN

A Utopian Stage is a project by Archaeology of 

the Final Decade, examining the reverberations 

of 20th century modernist universalisms, taking 

the Festival of Arts, Shiraz-Persepolis (1967-

1977) as a case study and point of departure. In 

its manifestation at Dhaka Art Summit 2018, A 

Utopian Stage has evolved into a multifaceted 

project, journeying through modernism’s 

euphoric drives: ideals of progress, openness, 

emancipation, inclusivity, and the overarching 

notion of a unity of disunities. 

AvwK©IjwR Ad `¨ dvBbvj wW‡K‡Wi GKwU cÖKí ÔG 
BD‡Uvwcqvb †÷RÕ| cÖKíwU ‡dw÷f¨vj Ae AvU©m&, 
wmivR-cvi‡m‡cvwjm (1967-1977)-‡K GKwU bgybv 
Ges hvÎvi m~Pbvwe›`y wn‡m‡e wb‡q GwU wesk kZ‡Ki 
AvaywbKZvev`x mve©RbxbZvmg~‡ni AbyiYb¸‡jv ciL K‡i 
†`L‡Q| ÔG BD‡Uvwcqvb †óRÕ XvKv AvU© mvwgU 2018- G 
GKwU ‰ewPÎ¨gq cÖK‡í cwiYZ n‡q‡Q; cÖMwZ, ¯^”QZv, 
gyw³, mevi AskMÖn‡Yi my‡hvM I mvgwMÖK fv‡e ‰ewPÎ¨‡K 
GKxf~Z Kivi cÖqv‡m GB cÖKíwU AvaywbKZvi cig 
Avb›` A‡š^lY K‡i P‡j‡Q|

ÒAvaywbKZvi ‰ewkó¨m~PK ¸Y¸‡jvi GKwU n‡”Q, Gi 
cªkœ¸‡jv ZLbI evZv‡m cÖwZaŸwbZ n‡q ‡f‡m ‡eovq, 
hw`I ZZÿ‡Y †mme cÖ‡kœi cÖkœKvixiv Ges †m¸‡jvi 

DËi `„k¨cU †_‡K we`vq wb‡q‡Q|Ó
gvk©vj evg¨©vb
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Since its closure by religious decree in 1977 and 

the banning of its archives in Iran, the Festival 

of Arts, Shiraz-Persepolis remains a high 

watermark of modernist ambition and a potent 

and unresolved symbol of these aspirations 

and contradictions. Embodying an optimistic 

drive to reimagine the world as a universal 

arena for mutual exchange, the festival exalted 

in the dawn of the post-colonial age, aspiring to 

new solidarities and connections which would 

emerge as part of the new world. 

The history and the destiny of the festival 

reflect the dual reality of modernism itself, 

which in spite of high progressive ideals, failed 

to confront fundamentally the seriousness of 

the scars of this contentious historical moment. 

The deep fractures of the centuries-old 

colonisation process, and its profound social, 

1977 mv‡j ag©xq wb‡lavÁvi Kvi‡b eÜ n‡q hvIqv 
I Biv‡b Gi msMÖnkvjv ‰Zwi wbwl× n‡q hvIqvi ci 
†_‡K ‡dw÷f¨vj Ad AvU©m - wmivR-cvi‡m‡cvwjm - 
AvaywbKZvi D”Pvwfjv‡li GKwU Ab¨Zg AR©b wn‡m‡e 
`vuwo‡q‡Q, Ges Gi wewfbœ j¶¨ I ci¯úiwe‡ivaxZvi 
GK m¤¢vebvgq Ges AwggvswmZ cÖwZK n‡q D‡VwQj| 
bZyb c„w_exi Ask wn‡m‡e bZyb ai‡bi HK¨ I †hvMv‡hvM 
‰Zwii Rb¨ c„w_ex‡K cvi¯úwiK Av`vb cÖ`v‡bi GK 
wek^Rbxb RvqMv wn‡m‡e M‡o ‡Zvjvi j‡¶¨ GB Drme 
Jcwb‡ewkK-cieZ©x hy‡M weKwkZ n‡qwQj|

GB Drm‡ei BwZnvm I cwiYwZ‡Z AvaywbKZvi wØgyLx 
ev¯ÍeZvB cÖwZdwjZ nq| `viæb cÖMwZkxj Av`k© m‡Ë¡I 
AvaywbKZv GB we‡ivac~Y© HwZnvwmK gyn~‡Z©i ¶Z‡K h_v_© 
¸iæ‡Z¡i mv‡_ we‡ePbv Ki‡Z e¨_© n‡q‡Q| K‡qK kZK 
a‡i P‡j Avmv Jcwb‡ewkK ‡kvl‡Yi d‡j ‰Zwi dvUj I 
Zv †_‡K DrmwiZ Mfxi mvgvwRK, mvs¯‹…wZK, ivR‰bwZK, 
†fŠMwjK, fvlvwfwËK, AvwZ¥K I gvbwmK msKU KL‡bvB 

Hymnen, Karlheinz Stockhausen (composer), electronic and concrete music with optional live 

performers, Aloys Kontarsky, (piano), Christoph Caskel (percussion), Peter Eötvös (electrochord), Harald 

Bojé (electronium), Karlheinz Stockhausen (filters and potentiometers, Persepolis, 1972, Courtesy of 

Festival of Arts, Shiraz-Persepolis; Stockhausen-Stiftung für Musik; Archaeology of the Final Decade.



146

cultural, political, geographic, linguistic, spiritual 

and psychological traumas would never simply 

dissolve overnight to make way for a new world. 

Fifty years on, and after extensive unearthing 

of banned archival materials by Archaeology of 

the Final Decade, A Utopian Stage explores the 

genealogies and implications of the Festival’s 

modernist ambitions, using it as a lens through 

which to reconsider the legacies of modernism’s 

radical progressive arc.

Archaeology of the Final Decade is a curatorial 

platform founded by Vali Mahlouji in 2010. 

AOTFD seeks to challenge and confront fixed 

histories through a radical re-contextualisation 

of cultural and artistic materials that have 

remained obscure, endangered, banned or in 

some instances destroyed. 

The platform’s work brings international 

attention to cultural artefacts, which have been 

neglected due to historical circumstances, and 

encourages the reintegration of these materials 

into cultural memory. AOTFD’s materials have 

so far been acquired by Tate Modern, Musée 

d’Art Moderne de la Ville de Paris, Smithsonian 

Institute and Los Angeles County Museum of 

Art (LACMA).

BEYOND THE BOUNDS ON THE 
OTHER SIDE
The history of the long twentieth century 

is conjured through the ambitions and 

contradictions of countless utopian universalist 

episodes and ideals: transcendental 

internationalisms, radical liberations, 

emancipating solidarities.

By the middle of the last century, the demise 

of the old European empires had opened up a 

ivZvivwZ D‡e wM‡q bZyb c„w_exi c_ myMg K‡i †`qvi 
K_v bv|

cÂvk eQi a‡i wewfbœ wbwl× AvK©vBfvj Dcv`vb Luy‡R 
‡ei K‡i‡Q AvwK©IjwR Ad `¨ dvBbvj wW‡KW| ÔG 
BD‡Uvwcqvb cÖ‡R±Õ GB Drm‡ei AvaywbKZvev`x j‡¶¨i 
Drm I cÖfve‡K we‡kølY K‡i‡Q Ggb GK `„wó‡Kvb †_‡K 
‡hb AvaywbKZvi Pig AMªmigvb c‡_i DËivwaKvi‡K 
cybwe©Pvi Kiv hvq|

Ab¨ c‡¶i mxgvbv Qvwo‡q
Acvw_©e AvšÍR©vwZKZvev`, Pigcwš’ ¯^vaxbZv, I gyw³Kvgx 
HK¨- BD‡Uvcxq mve©RbxbZvi Ggb A¸wYZ D”Pvwfjvl 
I ci¯úiwe‡ivaxZvi eqv‡b `xN© wesk kZvãxi BwZnvm 
eY©bv Kiv n‡q‡Q|

MZ kZ‡Ki †k‡l BD‡iv‡ci cyivZb me mv¤ªv‡R¨i 
cZ‡bi d‡j mviv we‡k¦i gvby‡li Rb¨ bZyb me m¤¢vebv 
I wgj‡bi w`MšÍ D‡b¥vwPZ n‡qwQj| GB Kvjvbyµg GB 
mg‡qi mZZ weeZ©bkxj ¯^cœ I m¤¢vebvi m„wó, I webv‡ki 
K_v g‡b Kwi‡q ‡`q|

AvKvk dyu‡o †ewi‡q hvI Avi bZyb K‡i 
ïiæ Ki
‡dw÷f¨vj Ad AvU©m&, wmivR-cvi‡m‡cvwjm Lbb Kiv 
msMÖnkvjv

‡dw÷f¨vj Ad AvU©m&, wmivR-cvi‡m‡cvwjm Biv‡bi 
GKwU wkí I cwi‡ekbvi Drme| GwU 1967 mvj 
†_‡K 1977 mvj ch©šÍ wmivR kni I cvi‡m‡cvwj‡mi 
aŸsmve‡k‡li Av‡kcv‡k AbywôZ nZ| IB mgq `ªæZ 
MwZ‡Z Dcwb‡e‡ki Aemvb I †Kvì Iqvi Pj‡Z _vKvq 
GB Drm‡e AvaywbKZvi D”Pvwfjvl cÖwZaŸwbZ nZ| 
G‡Z cÖPwjZ BD‡ivcxq AvwacZ¨ev`x eqv‡bi ‡kÖYxKiY 
Qvwo‡q GKwU ¯^vaxb, MYZvwš¿K, mnbkxj I mvg¨ev`x 
RvqMvi Avkv cÖwZdwjZ nZ| GB Drme GKwU DËi-
Jcwb‡ewkK eyw×e„wËK cÖK‡í cwiYZ n‡qwQj, hv GKwU 
wkím¤§Z ‰ewk¦K g‡Âi cw_K…r n‡q Av‡Q| ÔZ…Zxq wek¦Õ, 
wfbœgZev`x, cÖ_vwe‡ivax, I cÖwZgyLx-mvs¯‹…wZK hv wKQy 
wQj cÖvwšÍK, Zv‡K †K‡›`ª wb‡q Av‡m GwU|
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of Shiraz and the ancient ruins of Persepolis. 

Taking place during a time of radical shifts in 

global narratives and power dynamics – in the 

wake of rapid decolonisation, and at the height 

of the Cold War – the festival echoed the high 

ambitions of modernism and responded to 

aspirations for an emancipated, democratic, 

liberal and equal space beyond the hierarchical 

strictures of dominant European discourses. 

The Festival became a post-colonial intellectual 

project, and an artistically pioneering world 

Legong Keraton Dance, Balinese Gamelan and Traditional Dances (Persepolis, 1969), 

courtesy of Festival of Arts, Shiraz-Persepolis; Malie Letrange; Archaeology of the 

Final Decade.

‰Zwi Kiv GB cwi‡ekbv¸‡jv Gwkqv I Avwd«Kvi wk‡íi 
Dci Av‡jvKcvZ K‡i| GKB mv‡_ G¸‡jv AvšÍR©vwZK 
AvfuvMvW© ev wk‡í AMÖmi GKwU Nivbvi D‡jøL‡hvM¨ 
Dcw¯’wZ cÖgvb K‡i| Gme DcKi‡Yi gva¨‡g IB `k‡Ki 
wkív½‡bi Dci GB Drm‡ei cÖfve cÖKvk I gyj¨vqb 
Kivi j‡¶¨ KvR Ki‡Q G BD‡Uvwcqvb ‡÷R|

GB ‡dw÷f¨vj cÖ_vMZ †kÖYxKiY †f‡O ‡Møvevj mvD_-Gi 
wkíx I Zv‡`i m„wóKg© Af~Zc~e© fv‡e h_vh_ gh©v`vq 
AvšÍR©vwZK mvs¯‹…wZK A½‡b †cuŠ‡Q w`‡q‡Q| Jcwb‡ewkK 
Avg‡j fviZ, evsjv‡`k I AvdMvwb¯Ív‡bi mv‡_ mvs¯‹…
wZK eÜb Avevi `„p Ki‡Z Biv‡bi ci Drm‡e me‡P‡q 
‡ewk ¸iæZ¡ †`qv n‡qwQj `w¶Y Gwkqv‡K| BD‡iv‡ci 

new horizon of opportunities and encounters 

for people across the world. This timeline 

serves as an evocation of the constantly 

evolving dreams and possibilities that emerged 

and dissolved during the period. 

THRUST OPEN THE HEAVENS AND 
START ANEW
FESTIVAL OF ARTS, 
SHIRAZ-PERSEPOLIS - EXCAVATED 
ARCHIVES
The Festival of Arts, Shiraz-Persepolis was an 

arts and performance festival held in Iran every 

summer between 1967-77, in and around the city 

GB Drme c„w_exi Ab¨Zg ‰ecøweK I wewfbœ wewPÎ 
gva¨‡gi ‰kwíK DrmgyL wn‡m‡e cwiMwYZ n‡jI, GB 
Drm‡e wewfbœ ms¯‹…wZi g‡a¨ ‡h msjvc ïiæ n‡qwQj Zv 
GKwU Amgvß auvav wn‡m‡eB †_‡K †M‡Q| AvwK©IjwR Ad 
`¨ dvBbvj wW‡KW wewfbœ AvK©vB‡f msi¶Y Kiv wRwbm, 
AwWI †iKwW©s I wdj¥ D×vi K‡i‡Q| GB Drm‡ei wecøex 
†PZbvi Gme `wjj Gwkqvq cÖ_gev‡ii gZ XvKv AvU© 
mvwgU 2018-q cÖ`wk©Z n‡e| G BD‡Uvwcqvb †óR-G 
we¯Í…Z cwim‡ii m½xZ, bvUK I bvP cwi‡ekbv cÖ`wk©Z 
n‡e| GB †dw÷f¨vj KZ©„c‡ÿi Aby‡iv‡a I digv‡q‡k 
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stage proposing a radical cultural model. 

It brought to the centre what had been 

peripheral: the ‘third world’, the dissenting, the 

unorthodox, and the counter-cultural.

Though the festival is now beginning to be 

recognised as one of the most revolutionary 

multi-disciplinary artistic crucibles of any 

commissioning platform witnessed around 

the world, the legacy of the festival’s dialogue 

of cultural perspectives 

remains one of the 

major unresolved artistic 

enigmas of late modernism. 

Archaeology of the Final 

Decade has unearthed 

archival materials, audio 

recordings and film 

footage, which document 

the revolutionary spirit 

of the Festival, displayed 

here for the first time in 

Asia at Dhaka Art Summit 

2018. A Utopian Stage 

reveals a kaleidoscopic 

range of performances in 

music, drama and dance, 

which were presented 

and commissioned by 

the Festival, and brings 

attention to the Asian and 

African contributions, alongside the significant 

presence of the international avant-garde. 

Through these materials, A Utopian Stage aims 

to articulate and appraise the implications 

of this decade-long episode in the twentieth 

century’s artistic narrative, and address the 

notion of a universalist arena of modernist 

aspiration and experimentation. 

Origin of Blood, Shuji Terayama (creator and 

director), Tenjo Sajiki Theatre Laboratory, 

Delgosha Garden, 1973. Courtesy of Festival of 

Arts, Shiraz-Persepolis; Archaeology of the Final 

Decade.

‰Zwi †kÖYxKiY I mvs¯‹…wZK a¨vbaviYv e`jv‡bvi Rb¨ 
Jcwb‡ewkK †kl nIqvi ci ci-B wmivR-cvi‡m‡cvwjm 
m‡PZb fv‡e ms¯‹…wZi †K›`ª wn‡m‡e eZ©gvb †cÖ¶vcU I 
bZyb K‡i †R‡M IVv Aci-‡K †ewk ¸iæZ¡ †`q|

GLvbKvi GB mvs¯‹…wZK A½‡b wePiY KiwQ‡jb iwe 
k¼i, Gûw` ‡gbywnb, ivg bvivqY, wejv‡qZ Lvb, ‡ivqvÛv 
†_‡K Avmv cvwK©Dkwb÷, Rvcv‡bi †bv bvUK, evwji 
Mv‡gjvb m½xZ, I fvi‡Zi K_vKwj bZ©‡Kiv| GKB 
mv‡_ GLv‡b Zv‡`DR K¨v‡›Uvi, RvwR© ‡MÖv‡Uvw¯‹, wcUvi 

eªyK, ïwR †Uivqvgv, ‡Rv‡md 
PvBwKb, ‡gim Kvwbsnvg, ievU© 
DBjmb, gwim ‡eRvU©, Rb †KR, 
MW©b gvgv, Bqvwbm †RbvwKm, 
Kvj©nvBÄ ÷KnvD‡Rb, ievU© 
‡miægvMv I bywiqv G¯úvU©mn eû 
wkíxi wkíKg© cÖ`wk©Z nq| A‡bK 
†¶‡ÎB Drme KZ©…c‡¶i Avgš¿Y 
Zviv Gme wkíKg© ‰Zwi K‡ib| 
Zvuiv GB Drm‡e ‡gŠwjK Ggb wKQz 
KvR K‡iwQ‡jb hLb AwaKvskB 
wb‡R‡`i †`‡k Kv‡Ri RvqMv K‡i 
DV‡Z cviwQ‡jb bv|

bZyb mvs¯‹…wZK avibvi GB m~Pbvi 
m¤¢ve¨ mydj ïay ¯’vbxq wkí I 
ms¯‹…wZ‡K cÖfvweZ K‡iwb, GwU 
Gwkqv I Avwd«Kvi Mfxi †_‡K 
AviI A‡b‡Ki wkíxi K_vB 
Zy‡j G‡bwQj| G‡Z nVvr †kl 
nIqv BD‡ivcxq cÖfve †kl n‡q 

hvIqvi ci bZyb HwZnvwmK †cÖ¶vc‡U bvUK, m½xZ 
I cwi‡ekbv m¤ú‡K© Zv‡`i g‡bvfve cybwe©‡ePbv Kivi 
RvqMv †c‡qwQ‡jb| 

GB Drme m‡PZb fv‡e AvaywbKZvi Av‡jvPbvq 
weivRgvb bvbvag©x m‡Z¨i mxgvbv wba©viY Ki‡Z PvBwQj, 
‡hb Zv AmsjMœ, wew¶ß I wewbgq‡hvM¨ `„wófw½i wewfbœ 
m¤¢vebv‡K A_©en K‡i †Zv‡j| Avwe®‹vi, wewbg©vY I bZyb 
K‡i cvwicvwk¦©K Ae¯’vi m‡½ Lvc LvB‡q ‡bqvi cÖwµqvq 
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The festival introduced artists and expressions 

from the Global South into international 

cultural discourse on an unprecedented scale, 

on an equal footing, radically dismantling the 

dominant hierarchies. After Iran, the most 

highly represented region was South Asia, re-

invigorating strong but dormant cultural ties 

with countries like India, Bangladesh and 

Afghanistan which had been severed through 

colonial rule. In the immediate aftermath 

of decolonisation, Shiraz-Persepolis would 

shift the cultural centre of gravity towards 

the present and the re-emerging ‘other’ 

– consciously attempting to bypass the 

hierarchies and conventions of the European 

cultural terrain. 

The local artistic scene shared a stage with the 

likes of Ravi Shankar, Yehudi Menuhin, Ram 

Narayan, Vilayat Khan, Rwandan percussionists, 

Japanese Noh, Balinese gamelan, and Indian 

kathakali performers, as well as creations, in 

many cases commissioned by the Festival, 

by Tadeusz Kantor, Jerzy Grotowski, Peter 

Brook, Shuji Terayama, Joseph Chaikin, Merce 

Cunningham, Robert Wilson, Maurice Béjart, 

John Cage, Gordon Mumma, Iannis Xenakis, 

Karlheinz Stockhausen, Robert Serumaga, and 

Núria Espert. Seminal experimental works 

were forged, at a time when most of the artists 

remained marginal in their own countries. 

The potential fruits of this cultural tabula 

rasa were not only for local arts and culture, 

but would invite distant voices from Asia and 

Africa, to test their own received ideas on 

the nature of drama, music and performance 

against the backdrop of a new historical order, 

responding to the abrupt end of European 

domination. The festival self-consciously set 

out to map coexisting heterogeneous truths 

GB DrmewU AvšÍR©vwZK A½‡b µgk cwieZ©bkxj 
AvfvuMvW© wkíx, hv‡`i AvaywbKZv Zv‡`i wbR¯^ ms¯‹…
wZi mxgve×Zv I w¯’wZkxjZv‡K AwZµg Ki‡Z PvBwQj, 
Zv‡`i‡K eÜy wn‡m‡e ‡c‡qwQj| 

Drm‡ei ZËveavq‡Kiv ¯’vwqZ¡ I cwieZ©b, wPivqZ I 
bZy‡bi g‡a¨ GKwU djcÖm~ msjvc ïiæi j‡¶¨ Ges 
gvk©vj evg¨©v‡bi fvlvq ÒGKwU AvcvZ ‰ecix‡Z¨i 
wgjb, GKwU HK¨nxbZvi HK¨Ó(2) jv‡fi cÖwZ we‡kl 
¸iæZ¡ w`‡qwQ‡jb| GLv‡b Jcwb‡ewkKwe‡ivax I DËi-
Jcwb‡ewkK wPšÍvaviv‡K cvkvcvwk cwi‡ekb Kiv n‡q‡Q 
hv G‡K Ac‡ii cwic~iK, I cvi¯úwiK m¤úK©hy³ Ges 
GKmv‡_ G¸‡jv GKwU m¤ú~Y© wPÎ dywU‡q †Zv‡j|

GB Drm‡ei evrmwiK K¨vUvj‡M evi evi  ‰ewk¦K I 
mve©Rbxb H‡K¨i K_v ejv n‡q‡Q, hv‡K GWIqvW© 
mvC` Òc~‡e© Dcwb‡e‡ki AšÍf©y³ wewfbœ mgvR I kni 
‡hme †¶‡Î G‡K Ac‡ii Dci mgvcwZZ n‡q‡QÓ ‡mB 
RvqMv¸‡jv‡K AviI we¯Í…Z Kivi j‡¶¨ GKwU  DËi-
Jcwb‡ewkK eyw×e„wËK cÖKí wn‡m‡e eY©bv K‡i‡Qb| (3) 
HK¨e× nIqvi GB ¯^cœ ‡hme Av`k© wewfbœ a¨vbaviYv‡K 
m¤ú~Y© weKwkZ n‡Z †`q bv I we‡k¦i wewfbœ ms¯‹…wZ‡K 
Ôwek¦vwqZÕ ms¯‹…wZi eqv‡b AvZ¥mvr Ki‡Z Pvq ‡mme 
avibv‡K cªZ¨vL¨vb K‡i|

bxrPv, AvZ©y‡`i gZ AvfuvMvW© e¨w³Z¡‡`i ‡h weg~Z© avibv 
AbycªvwbZ K‡iwQj, Gwkqvi Pxb, fviZ, B‡›`v‡bwkqv, 
Rvcvb, I Avwd«Kvi ms¯‹…wZi wewfbœ cÖeYZv GLv‡b GKB 
iKg †cÖiYv RywM‡q‡Q| ÔAvw`gÕ ev ‡m‡K‡j e‡j we‡ewPZ 
Ôcvid‡g©wUfÕ ev wkíKg© cwi‡ekbv‡K Avevi BD‡iv‡ci 
Ô‡U·PyqvjÕ avivi RvqMv wb‡Z AbycÖvwYZ KiwQj| kv¯¿xq 
AvPvi cvj‡bi ixwZ wb‡q M‡elYv mgwóMZ Rb‡Mvôxi 
A‡PZbZv m¤ú‡K© AšÍ`„©wó jv‡fi my‡hvM ‰Zwi KiwQj| 
GB c×wZ †WwfW Gwgj WvK©nvBg I A¨vWvg w¯§‡_i 
Abym„Z c‡_ w_‡qUvi ev gÂ‡K Zvi g~jmË¡vi AviI Kv‡Q 
wb‡q wM‡qwQj|

D`vniY wn‡m‡e 1971 mv‡j †UW wnDR&m I gvwnb 
ZvRv`‡`i †jLv I wcUvi eªæK, Avwe© Afv‡bwmqvb, 
Av‡›`ªB mve©vb I wRIwd« wif&‡mi cwiPvjbv Kiv bvUK 
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within a modern discourse which would provide 

meaning to possibilities of disjointed, dispersed, 

and interchangeable points of view. The process 

of discovery, deconstruction, and reorientation 

found a natural ally in the internationally fluid 

and subversive avant-garde, whose modernities 

sought a break from the constraints, and 

stabilities of their own traditions. The Festival’s 

curatorial direction focused on achieving a 

fertile dialectic between values of permanence 

and change, eternal and new, and what Marshall 

Berman would refer to as “a paradoxical unity, 

a unity of disunity.”   Here, the juxtaposition of 

the anti- and post-colonial are complementary, 

relationally reinforcing, or extending, a whole. 

The rhetoric of the festival, as articulated in 

its annual catalogueues, returns regularly to 

the theme of universalism and the dream of 

unity calling for, in Edward Said’s words, a post-

colonial intellectual project looking to “expand 

the area of overlapping community between 

the metropolitan and formerly colonised 

societies.”  This was a dream of unity that 

rejected any unifying reductivist principle, 

I Marshall Berman, All That Is Solid Melts into Air: The Experi-

ence of Modernity, London: New York (Verso) 2010, p. 21
II Marshall Berman, All That Is Solid Melts into Air: The Experi-

ence of Modernity, London: New York (Verso) 2010, p. 15
III Edward Said, “Intellectuals in the Post-Colonial World,” in 

Salgamundi No.70/71 (New York: Skidmore College, 1986) 46.
IV Arnold Aronson, American Avant-Garde Theatre: A History. 

(New York: Routledge, 2000), p 104.
V Erika Fischer-Lichte, Theatre, Sacrifice, Ritual, Exploring Forms 

of Political Theatre (London: Routledge, 2005) 228.
VI Julia Kristeva, cited in Hal Foster, The Return of the Real Cam-

bridge, MA; London (October Books/MIT Press) 1996, p. 153.
VII Hal Foster, The Return of the Real, Cambridge, MA.; London 

(October Books/MIT Press) 1996, p. 157.
VIII Lalon Fakir, song translated by Sudipto Chatterjee for Para-

baas.com, published 25.12.2007. (https://www.parabaas.com/

translation/database/translations/poems/lalon_sudipto1.html 

[last accessed 13.13.2017].

  

ÔIiMv÷Õ-Gi K_v ejv hvq| K¨v_vwm©m, Rb‡Mvôx I 
ÒbvU‡Ki Av‡e‡Mi †K‡›`ªi mv‡_ mshy³ n‡Z g~j-G wd‡i 
hvIqvÓ (4) wel‡q AvZ©y‡`i †PZbv‡K avib K‡i †jLv 
HwZnvwmK bvUKwU Drme KZ©…c‡¶i Aby‡iv‡a gÂvwqZ 
n‡qwQj| bvUKwUi wkíxiv K¨v‡giæb, Bsj¨vÛ, d«vÝ, 
Rvcvb, gvwj, cZ©yMvj, †¯úb I hy³ivóª †_‡K G‡mwQ‡jb| 
Gi wPÎbv‡U¨i cÖv_wgK D‡Ïk¨ wQj cÖZxKx A_© cÖKv‡ki 
`vq †_‡K ‡U·U‡K gy³ Kiv| Gfv‡e A_© cÖKvk Kiv 
†M‡j †hŠw³K eqvb ‰Zwii cÖ‡qvRbxqZv dywi‡q hv‡e Ges 
`k©K †PZbvi wewfbœ weKí avivi mv‡_ cwiwPZ n‡eb, hv 
Ò‡KvbI wbðj, w¯’wZkxj cwiPqÓ(5) Qvwo‡q GKwU bZyb 
Rb‡Mvôx M‡o Zyj‡e|

DrmewU dvD÷xq gZv`k© MÖnY K‡i Ges RbiæwPi 
wecix‡Z wM‡q DbœwZ mva‡bi Rb¨ Acwinvh© mvs¯‹…
wZK weZK©‡K DrmvwnZ K‡i| wkí m„wói †¶‡Î Drme 
Av‡qvRK‡`i g‡bvfve wQj Ô‡kÖYxe× e¨w³ I mgvR‡KÕ 
Av‡›`vwjZ Kiv, Rywjqv wµ‡÷fvi fvlvq, Ôe¨w³‡Z¡i 
avibv‡KÕ cªkœwe× Kiv| 

m~Pbvq D‡jøwLZ evg¨©v‡bi D×…wZ‡Z ‡hme cÖ‡kœi K_v ejv 
n‡q‡Q ‡m¸‡jv GB Drm‡ei AvšÍR©vwZK wkíx‡`i cÖ_
vwe‡ivax msjv‡ci ‡fZi w`‡qB cÖKvwkZ nqwb| Avm‡j 
GB cÖkœ¸‡jvi DËi GL‡bv cvIqv hvqwb, ev ejv hvq 
1977 mv‡j DrmewU †Rvi K‡i eÜ K‡i ‡`qvq cÖkœ¸‡jv 
DÌvwcZB nqwb|  

gy³ nIqv gv‡b Zx‡ii w`kv nvwi‡q 
†djv  - Pjw”PÎ Kg©m~wP
AvwK©IjwR Ad `¨ dvBbvj wW‡KW mgmvgwqK Pjw”PÎ, 
gÂ, I cvid‡g©‡Ým AvU©mn wewfbœ ai‡bi wkí gva¨g 
†_‡K Avmv Pjw”PÎ evQvB K‡i cÖ`k©b K‡i‡Q| bv›`wbK 
I ivR‰bwZK fv‡e G BD‡Uvwcqvb ‡÷R-Gi g~j w_g‡K 
cÖwZdwjZ I cÖwZaŸwbZ Ki‡Z GB Kg©m~wPwU wbe©vPb Kiv 
n‡q‡Q|

‡h ¯Í‡ii wb‡P ‰ewPÎ¨ dy‡U I‡V - 
cvid‡g©Ý †cªvMªvg
AvwK©IjwR Ad `¨ dvBbvj wW‡KW Ôwe‡jv `¨ †j‡fj 
†nvq¨vi wWdv‡iÝ A¨vwcqviÕ bv‡gi GKwU cvid‡g©Ý 
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which would subsume world cultures under 

the rhetoric of a ‘globalised’ culture. Here, 

the Asian traditions and sensibilities of China, 

India, Indonesia, Japan, and the various African 

impulses, provided abstractive capacities, 

which resonated with neo-avant-gardiste drives 

as they had done for Nietzsche, Artaud and 

others. The performative, represented by 

the ‘primitive’, was once again encouraged to 

supplant the textual, or European tradition. The 

investigation of ritual promised insights into the 

unconscious world of the collective in line with 

earlier trajectories of David Émile Durkheim and 

Adam Smith on the basis that it brought theatre 

clooser to its essence. 

Artaudian ideals of catharsis, communality, and 

return to origins in a “desire to connect with 

the emotional core of the drama,”  for example, 

informed the seminal collaborative site-specific 

commission Orghast from 1971, written by 

Ted Hughes and Mahin Tajadod, directed by 

Peter Brook, Arby Ovanessian, Andrei Serban, 

and Geoffrey Reeves. Its performers hailed 

from Cameroon, England, France, Japan, Mali, 

Portugal, Spain, and the United States. The 

primary intention of the script was to omit text 

as carrier of symbolic meaning. Attainment of 

meaning would transcend the need for rational 

discourse and bring the audience to alternate 

modes of consciousness forming a new 

community “beyond any fixed, stable identity.” 

The festival adopted a Faustian motto to 

embrace and promote developmentally 

necessary cultural controversy, despite, and 

even in opposition to, popular tastes and 

consumptions. The disturbance of “orderings of 

subject and society alike”, what Julia Kristeva 

calls putting “subject-hood in trouble,”  exposing 

it in crisis “to register its points not only of 

breakdown but of breakthrough,”  became the 

festival’s own curatorial avant-garde articulation 

BÝU‡jkb cÖ`k©b Ki‡e| GwU G BD‡Uvwcqvb ‡÷R-Gi 
Ask wn‡m‡e RvwZqZvi D‡aŸ© D‡V gy³g‡Âi Av`k©‡K 
cÖ_gev‡ii gZ Zy‡j ai‡e|

‡dw÷f¨vj Ad AvU©m, wmivR-cvi‡m‡cvwjm (1967 - 
77)-Gi cªMwZkxj †PZbvi Abymi‡Y Ges BD‡Uvcxq 
Av`‡k©i DÌvb I cZ‡bi Aj·Nbxq bxwZ g‡b †i‡L 
wkíx, cvidg©vi, I Pjw”PÎ wbg©vZv‡`i‡K mvgwóKfv‡e 
GKwU wbix¶vag©x g‡Â GKwÎZ Kiv n‡q‡Q| wek¦ Ry‡o 
cÖwZwµqvkxj ivR‰bwZK kw³i DÌv‡bi g‡a¨I ‘we‡jv 
`¨ †j‡fjm... mgwóMZ Av`vb-cÖ`v‡bi RvqMv wn‡m‡e 
Avwef©~Z n‡q‡Q|

AvwK©IjwR Ad `¨ dvBbvj wW‡KW
AvwK©IjwR Ad `¨ dvBbvj wW‡KW (GIGdwUwW) GKwU 
evQvBK…Z wkíKg© cÖ`k©‡bi cø¨vUdg©| fvwj gvn&‡jŠwR 
2010 mv‡j GwU cÖwZôv K‡ib| ‡hme e¨wZµgx mvs¯‹…
wZK I ‰kwíK Dcv`vb D‡cw¶Z, we¯§„Z, wbwl× I wKQy 
wKQy †¶‡Î aŸsmcªvß, ‡m¸‡jv‡K bZyb K‡i Dc¯’vc‡bi 
gva¨‡g GIGdwUwW wbðj BwZnvm‡K P¨v‡jÄ Rvbvq|
‡hme mvs¯‹…wZK wkíKg© HwZnvwmK Kvi‡b D‡cw¶Z i‡q 
wM‡qwQj, cø¨vUdg©wU ‡m¸‡jvi cÖwZ AvšÍR©vwZK ‡ev×v‡`i 
`„wó AvKl©Y K‡i Ges G¸‡jv‡K mvs¯‹…wZK BwZnv‡mi 
AšÍf©y³ Ki‡Z DrmvwnZ K‡i| GIGdwUwW-‡Z cÖ`wk©Z 
wkíKg© †UU& gWvY©, gyR `y¨ AvZ© g`vY© †`v jv wfB †`v 
cvwi, w¯§_‡mvwbqvb BÝwUwUDU I jm G‡Ä‡jm KvDw›U 
wgDwRqvg Ad AvU©-G cÖ`wk©Z n‡q‡Q|
G‡K eq AbšÍ aviv Zywg Avwg bvg †eIqviv f‡ei c‡i; 
jvjb e‡j †Kev Avwg Rvb‡j auvav ‡h‡Zv `~‡i| muvBi 
jxjv eySwe ¶¨vcv †Kgb K‡i|
- jvjb dwKi (8)
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in relation to the production of art. 

The hanging questions evoked in Berman’s 

introductory quotation here are not just the 

formal concerns posed by the complex web 

of international artists who passed through 

the festival’s radical space of dialogue, but the 

questions that have remained unanswered – or 

indeed unasked – since the Festival of Arts was 

forced to an end in 1977. 

TO BE FREE IS TO LOOSE SIGHT 
OF THE SHORE - 
FILM PROGRAMME
Archaeology of the Final Decade curates an 

eclectic selection of films which echo and 

reflect the themes at the heart of A Utopian 

Stage, both aesthetically and politically. 

The programme conflates artist and 

feature films, video documentations of live 

performances and historical documentaries to 

realise an ambivalent, universal stage where 

ideas and impulses can flourish.  

BELOW THE LEVELS WHERE 
DIFFERENCES APPEAR - 
PERFORMANCE PROGRAMME
Archaeology of the Final Decade presents 

a performance installation, below the levels 

where differences appear, which is the 

first iteration of an ongoing transnationally 

roving amphitheatre, as part of A Utopian 

Stage. Artists, performers and filmmakers are 

inclusively incorporated within a collective 

arena of experimentation echoing the 

progressive pitch of the Festival of Arts, Shiraz-

Persepolis (1967-77) and the highs and lows of 

universalist utopian ideals. Amidst resurgent 

forces of cultural and political reactionism 

around the world, below the levels… proclaims a 

radical site of collective exchange. 
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“Eternal streams flow out of the One.
You and I are nothing in it, nameless.

Lalon says, “If only I knew ‘me,’
all riddles would be solved!”

- Lalon Fakir VIII 

Shahr-e Qesseh (City of Tales), Bijan Mofid (playwright & director); from left: Soheil Souzani, Mehdi 

Ali Beigi, Jamileh.Nedai, Mahmood Ostad Mohamad, Rashid Kanaani, commissioned by the 

Festival, University Hall, 1968, courtesy of Festival of Arts, Shiraz-Persepolis; Bijan Mofid Foundation; 

Archaeology of the Final Decade.
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UTOPIAN IDEAS AND 
TRANSCENDENTAL CONNECTIVITIES...

MEDIATION TOOL

SOMETHING TO THINK ABOUT

Think about the question below as you experience A Utopian 
Stage’s archival exhibition, films and performances.  

AZx‡Zi ¯^cœ wQj wK ‡mUv? 

ARE THEY DREAMS OF THE PAST?

Av`k©evw` wP›Zvaviv I ‡hvMv‡hv‡Mi evB‡i P‡j
 hvIqv
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BEYOND THE BOUND ON THE 
OTHER SIDE
A Timeline

BIOGRAPHICAL APPENDIX 

AIMÉ CÉSAIRE (1913 – 2008) was a poet, author and politician 

from Martinique and a founder of the Négritude movement. His 

literary works include Une Tempête and Discours sur le colo-

nialisme an investigation into the strife between the colonisers 

and the colonised. He taught and mentored Frantz Fanon at 

the Lycée Schoelcher.

ALAN GINSBERG (1926 – 1997) was an American writer and 

poet. He was one of the leading figures of both the Beat 

Generation during the 1950s and the counterculture that fol-

lowed shortly after. He strongly opposed militarism, economic 

materialism and sexual repression, bureaucracy and was known 

for his interest and openness to Eastern religions.

Ali Shariati (1933 – 1977) was an Iranian sociologist, writer and 

activist, influenced by Heidegger’s counter-enlightenment 

ideas, Frantz Fanon’s Third World Marxism and Jean-Paul 

Sartre’s existentialism. Shariati’s vision became a driving force 

of the Iranian revolution and his call for authenticity and a 

return to the self have received criticism for being fraught with 

authoritarianism and cultural particularism.

Antonin Artaud (1896 – 1948) was a French avant-garde drama-

tist, poet, essayist, actor, and theatre director. In 1931, he saw 

Balinese dance performed at the Paris Colonial Expositions, 

which influenced the founding of his Theatre of Cruelty. 

Breaking with European conventions, Artaud’s theatre intended 

to break through societal repressions and get cloose to the 

ecstatic essence of theatre: delving into the subconscious, as-

saulting the audience’s senses, and purging destructive feelings 

to enable an experience of joy. 

The Beatles (1960 – 1970) were an English influential rock band 

formed in Liverpool by members John Lennon, Paul McCart-

ney, George Harrison and Ringo Starr. They later experimented 

with musical styles, including Indian music, introducing Indian 

sitar into their band and inviting Ravi Shankar to perform at the 

Al-bert Hall in London.

Daisetsu Teitaro Suzuki (1870 – 1966) -  also known as Daisetz - 

was a Japanese author of books and essays on Buddhism, Zen 

and Shin that were instrumental in creating an interest in both 

Zen and Shin in the West. He was also a prolific translator of 

Snaskrit texts.

weqÛ `¨ evDÛm Ab `¨ Av`vi mvBW 

UvBgjvBb 

A¨vB‡g wmRvn& (1913 - 2008) 

A¨vB‡g wmRvn& gvwU©wbK Øx‡ci GKRb Kwe, †jLK, Ges ivRbxwZwe` wQ‡jb| wZwb 

†bwMÖwPDW gyf‡g‡›Ui cÖwZôvZv| Zvi mvwnwZ¨K Kv‡Ri gv‡S i‡q‡Qt Db Zg‡cZ (G 

÷g©) Ges wW‡¯‹v my¨ j K‡jvwbqvwjmg (G w¯úP Ab K‡jvwbqvwjRg), hv Dcwb‡ewkK 

kvmK‡Mvôx Ges †kvwlZ‡`i ga¨Kvi Ø›Ø‡K dzwU‡q †Zv‡j| wZwb wjwm ky¨jk¨vi 

(ky¨jk¨vi D”P we`¨vjq) G dªvbrm dv‡bvi wk¶K Ges civgk©K wQ‡jb| 

A¨vjvb wMÝevM© (1926-1997) 

A¨vjvb wMÝevM© GKRb Av‡gwiKvb Kwe I †jLK| wZwb cÂv‡ki `k‡K weU 

†Rbv‡ikb gyf‡g›U Ges Gi cieZ©x wecixZ-ms¯‹…wZ avivi cÖwZôvZv m`m¨‡`i gv‡S 

Ab¨Zg wQ‡jb| wZwb †mbvwbf©iZv, A_©‰bwZK Roev` Ges †hŠb nqivwb, AvgjvZ‡š¿i 

†Nvi we‡ivax wQ‡jb| cvkvcvwk, cÖv‡P¨i ag©¸‡jvi cÖwZ Zvi AvMÖ‡ni Kvi‡YI wZwb 

†ek cwiwPZ wQ‡jb| 

Avwj kwiqvwZ (1933-1977) 

Avwj kvwiqvwZ wQ‡jb GKRb Bivwb mgvRwe`, †jLK, Ges mgvRKg©x| nvBW¨vMv‡ii 

KvD›Uvi-GbjvBU‡g‡›Ui aviYv, dªvbrm dv‡bvi _vW© Iqvì© gvw·©Rg, Ges Rv cj 

mv‡Î©i Gw·m‡UbwkqvwjRg Zv‡K cÖfvweZ K‡iwQ‡jv| kwiqvwZi †`Lv‡bv c_ Biv‡bi 

wecø‡e ¸iæZ¡c‚Y© f‚wgKv iv‡L| AK…wÎgZvi cªwZ Ges ¯^xq-e¨w³‡Z¡ wd‡i Avmvi cÖwZ 

Zvi AvnŸvb  ‡m”QvPvi Ges mvs¯‹…wZK †gŠwjKZvi †evSvq by‡q covi `v‡q mgv‡jvwPZ 

n‡qwQ‡jv| 

AvšyÍbv AvL&Zz¨  (1896-1948) 

AvšyÍbv AvL&Zz¨ wQ‡jb GKRb divwm AvfvšÍ-Mv`© bvU¨Kvi, Kwe, MÖš’Kvi, Awf‡bZv, 

Ges bvU¨-wb‡`©kK| 1931 mv‡j wZwb c¨vwim K‡jvwbqvj G·‡cvwRk‡b  B‡›`v‡bwkqvi 

evwj-b„Z¨ cwi‡ekbv †`‡L DØz× nb, hvi d‡j cieZ©x‡Z wZwb w_‡qUvi Ad µz‡qwjwU 

cÖwZôv K‡ib| BD‡iv‡ci wbqgvejxi evB‡i G‡m AvL&Zz¨i w_‡qUvi mvgvwRK †kvl‡Yi 

weiæ‡× iæ‡L `vuovq Ges w_‡qUv‡ii Avb›` KvQ †_‡K Dc‡fv‡Mi my‡hvM K‡i †`q| 

`k©‡Ki Ae‡PZb g‡bi gv‡S Xz‡K Zv‡`i Bw›`Öq¸‡jv‡K AvµgY K‡i Ges aŸsmvZ¥K 

Abzf‚wZi Rb¥ w`‡q Zv‡`i g‡b GK myLvbyf~wZi Rb¥ †`q| 

`v weUjm& (1960-1970) 

`v weUjm& GKwU cÖfvekvjx weªwUk iKe¨vÛ wQ‡jv| wjfvicy‡j Rb †jbb, cj g¨vKvU©wb, 

RR© n¨vwimb, Ges wi‡Ov ÷vi GK‡Î e¨vÛwU cÖwZôv K‡ib| Zviv bvbv ai‡Yi msMxZ 

wb‡q wewfbœ cix¶v-wbix¶v K‡ib| Zviv wb‡R‡`i Mv‡b fviZxq msMx‡ZiI ms‡hvRb 

NUvb ‡mZvi e¨env‡ii gva¨‡g| cwÐZ iwe k¼i‡K jÛ‡bi A¨vjevU© n‡j evRv‡bvi 

Rb¨ Zviv Avgš¿Y Rvbvb| 

`vB‡mrmy ‡ZB‡Z‡iv myRywK (1870-1966)

`vB‡mrmy ‡ZB‡Z‡iv myRywK `vB‡mrR bv‡gI cwiwPZ| wZwb wQ‡jb GKRb Rvcvbx 

†jLK whwb †eŠ× ag©, †Rb, Ges wk‡bi Dci eB Ges cÖeÜ wjL‡Zb| Zvi GB 

†jLv¸‡jv cwðgv-we‡k¦ †Rb Ges wk‡bi cÖwZ gvby‡li AvMÖn‡K e¨vcK nv‡i evwo‡q 

†`q| GKBmv‡_ wZwb ms¯‹…Z Abyev‡` we‡kl cvi`k©x wQ‡jb| 

Avi‡b‡¯Ív †P †Mfviv (1928-1967) 

Av‡R©›UvBb Avi‡b‡¯Ív Ò‡PÓ †Mfviv wQ‡jb GKRb gv·©ev`x, †jLK, wPwKrmK, †Mwijv 

wjWvi, K‚UbxwZK, wgwjUvwi ZvwË¡K, Ges wKDevb Af¨_v‡bi cw_K…r| mviv we‡k¦ wZwb 

†h †Kv‡bv mvgªvR¨ev‡`i wecix‡Z wecø‡ei cÖwZkã wn‡m‡e cwiwPZ| 

wd‡`j Kv‡¯¿v (1926-2016) 

wd‡`j Kv‡¯¿v wQ‡jb GKRb wKDevb wecøex Ges ivRbxwZwe`| wZwb 1959-1976 mvj 
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Ernesto “Che” Guevara (1928 – 1967) was an Argentine Marxist, 

revolutionary, physician, author, guerrilla leader, diplomat and 

military theorist and a major figure of the Cuban Revolution. 

His identity became a ubiquitous countercultural symbol of 

rebellion. 

Fidel Castro (1926 – 2016) was a Cuban communist revolution-

ary and politician who governed the Republic of Cuba as Prime 

Minister from 1959 to 1976 and then as President from 1976 to 

2008. He was an icon of revolutionaries around the world.

Frantz Fanon (1925 – 1961) was a French psychiatrist, political 

radical, Pan-Africanist, and Marxist humanist whose works Black 

Skin, White Masks (1952) and The Wretched of the Earth (1961) 

influenced Third World revolutionaries, inspiring national libera-

tion movements around the world. He investigated the psycho-

pathology of colonisation, and the human, social and cultural 

consequences of decolonization, believing that violence plays a 

necessary emancipating role in the struggles of decolonisation. 

Gamal Abdel Nasser Hussein (1918 – 1970) led the 1952 over-

throw of the monarchy in Egypt and was the second President 

of Egypt (1956-1970). Nasser called for pan-Arab unity, was a 

co-founder of the Non-Aligned Movement. Nasser spearheaded 

the political union of Egypt and Syria, forming the United Arab 

Republic (1958-61). 

Harry S. Truman (1884 – 1972) was an American statesman, 

33rd President of the United States (1945 – 1953). He is known 

for the establishment of the Truman Doctrine and NATO against 

Soviet and Chinese communism, and for intervening in the 

Korean War. 

Henry Corbin (1903 – 1978) was a French-born philosopher 

who was profoundly influenced by Suhrawardi, the mystic 

Iranian 12th century philosopher. His Histoire de la philosophie 

islamique (1964) transferred knowledge of Islamic philosophies 

after Andalucian Ibn Rushd (1126 – 1198) to European thinkers. 

Corbin expressed Platonism through Persian Zoroastrian 

angelology and his work influenced a generation of Iranian 

philosophers who turned to native roots in the mid-twentieth 

century.

James Baldwin (1924 – 1987) was an American writer and social 

critic. His essays explored the palpable yet unspoken intricacies 

of racial, sexual, and class distinctions in Western societies: 

most notably in mid-20th-century America. 

Jawaharlal Nehru (1889 – 1964) was the first Prime Minister 

of India and a central figure in Indian politics before and 

after independence. He emerged as the paramount leader 

of the Indian independence movement under the tutelage of 

Mahatma Gandhi. He is considered to be the architect of the 

modern Indian nation-state: a sovereign, socialist, secular, and 

ch©šÍ wicvewjK Ad wKDevi cÖavbgš¿x wn‡m‡e Ges 1976 †_‡K 2008 mvj ch©šÍ 

ivóªcwZi `vwqZ¡ cvjb K‡ib| mviv we‡k¦ wZwb GKRb wecø‡ei cÖZxK wQ‡jb| 

dªvbrm dv‡bv (1925-1961)

dªvbrm dv‡bv wQ‡jb GKRb divwm mvBwKqvwUª÷, cwjwUK¨vj †iwW‡Kj, c¨vb-

AvwdªKvwb÷, Ges gv·©ev`x gvbeZvev`x| Zvi †jLv eø¨vK w¯‹b, †nvqvBU gv¯‹ (1952) 

Ges `v †i‡PW Ad `v Av_© (1961), Z…Zxq we‡k¦i wecøex‡`i Aby‡cÖiYv hywM‡q‡Q| 

cvkvcvwk c„w_exi wewfbœ As‡k gyw³hy× msMÖv‡gi m~Pbv f~wgKv †i‡L‡Q| wZwb Dcw-

b‡ekev‡`i gvbwmK weKviMª¯ÍZv, Dcwb‡ekev‡`i gvbweK, mvgvwRK Ges mvs¯‹…wZK 

k„•Lj †_‡K †ewi‡q Avmvi cwiYvg wb‡q M‡elYv K‡ib| KviY wZwb wek¦vm Ki‡Zb †h 

wnsmªZvi gva¨‡g Jcwb‡ewkK kw³ †_‡K gyw³ cvIqv hvq| 

Mvgvj Ave‡`j bv‡mi(1918-1970)

Mvgvj Ave‡`j bv‡mi 1952 mv‡j wgk‡ii ivRZš¿ Aemv‡bi †bZ…Z¡ †`b Ges wgk‡ii 

wØZxq ivóÖcwZ wn‡m‡e `vwqZ¡ cvjb K‡ib (1956-1970)| iv‡mj wbwLj-Avie 

H‡K¨i WvK †`b| wZwb bb-GjvBÛ gyf‡g‡›Ui mn-cÖwZôvZv| Avie Ges wmwiqvi 

ivR‰bwZK H‡K¨ bv‡mi gyL¨ f‚wgKv cvjb K‡ib, hv cieZ©x‡Z mshz³ Avie Avwgiv-

‡Zi m~Pbv K‡i (1958-61)| 

n¨vwi Gm. Uªyg¨vb (1884-1972) 

n¨vwi Gm. Uªyg¨vb wQ‡jb gvwK©b hy³iv‡óÖi 33Zg ivóªcwZ (1945-1953)| Uªyg¨vb 

WK&wib, †mvwf‡qZ Ges PvBwbR mgvRZ‡š¿i  weiæ‡× b¨v‡Uv cÖwZôv, Ges ‡Kvwiqvi hy‡× 

n¯Í‡ÿ‡ci Rb¨ wZwb we‡klfv‡e Av‡jvwPZ| 

‡nbwi Kiweb (1903-1978) 

‡nbwi Kiweb GKRb divwm `vk©wbK whwb Øv`k kZvãxi Bivwb `vk©wbK †mvnivIqvw`© 

Øviv cÖfvweZ n‡qwQ‡jb| Zvi †jLv B‡¯Ívqv †` jv wd‡jvRwd BmjvwgK (1964) eBwU 

Av›`vjywkqvb Be‡b iæk` (1126-1198) Gi BmjvwgK `k©b BD‡iv‡ci wPšÍvwe`‡`i 

Kv‡Q †cŠu‡Q †`q| Kiweb cvi‡m¨i †Rv‡iv‡qw÷ªqvb A¨vb‡R‡jv‡jvwR gva¨‡g †cø‡Uvi 

`k©b cÖKvk K‡ib, hv cieZ©x‡Z wesk kZvãxi gvSvgvwS Bivwb `vk©wbK‡`i GKwU 

cÖRb¥‡K wb‡R‡`i †kK‡oi mÜv‡b wd‡i †h‡Z DØy× K‡i| 

‡Rgm eìDBb (1924-1987) 

‡Rgm eìDBb wQ‡jb GKRb Av‡gwiKvb †jLK Ges ‡mvk¨vj wµwUK| Zvi †jLvq 

cvðv‡Z¨i, we‡kl K‡i wesk kZvãxi gvSvgvwSi Av‡gwiKvi mgv‡R eY©, †MvÎ, Ges 

‰jw½K †f`v‡f‡`i cÖZ¨¶ wKš‘ AùzU Ae¯’v Zz‡j a‡ib| 

RvInvijvj †b‡niæ (1889-1964) 

RvInvijvj †b‡niæ fvi‡Zi cÖ_g cÖavbgš¿x Ges fvi‡Zi ¯^vaxbZv-c‚e© I ¯^vaxb-

Zv-cieZ©x ivR‰bwZK BwZnv‡mi GKRb †K›`Öxq e¨w³Z¡ wQ‡jb| gnvZ¥v MvÜxi Qvqvq, 

wZwb fvi‡Zi ¯^vaxbZv msMÖv‡gi me©‡”Pv †bZvi f‚wgKv cvjb K‡ib| wZwb AvazwbK 

fvi‡Zi iƒcKvi wn‡m‡e ¯^xK…Z, hv eZ©gv‡b GKwU ¯^vaxb, mve©‡fŠg, ag©wbi‡c¶, Ges 

MYZvwš¿K ivóÖ| 

Rv cj mv†Î© (1905-1980) 

Rv cj mv†Î©  wQ‡jb GKRb divwm `vk©wbK, bvU¨Kvi, Jcb¨vwmK, ivR‰bwZK Kg©x, 

RxebxKvi, Ges mvwnZ¨ mgv‡jvPK| wZwb †d‡bv‡g‡bvjwR, Gw·m‡UbwkqvwjRg Ges 

gvw·©Rg `k©‡bi gyL¨ e¨w³Z¡‡`i GKRb| wZwb BD‡ivcxq kvm‡bi weiæ‡× Pjgvb 

Av‡›`vjb¸‡jvi, we‡kl K‡i dªv‡Ýi weiæ‡× Avj‡Rwiqvi ¯^vaxbZv msMÖv‡gi c‡¶ 

wQ‡jb| Zvi Kg©mg~n mgvRwe`¨v, mgv‡jvPbvg~jK ZË¡, Dcwb‡ek-cieZ©x ZË¡, Ges 

mvwn‡Z¨i bvbv w`K‡K cÖfvweZ K‡i| 

‡hv‡md g¨vKvw_© (1908-1957) 

‡hv‡md g¨vKvw_© GKRb Av‡gwiKvb ivRbxwZwe` wQ‡jb, whwb KwgDwb÷ Ges 

†mvwf‡qZ wm‡¤ú_vBRvi‡`I  weiæ‡× Awfhv‡b †b‡gwQ‡jb| gvwK©b hy³iv‡óÖi cÖkvm‡bi 
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democratic republic. 

Jean Paul Sartre (1905 – 1980) was a French philosopher, 

playwright, novelist, political activist, biographer and literary 

critic. He was one of the key figures in the philosophy of 

existentialism, phenomenology and Marxism. He sympathised 

with emancipatory struggles against European domination, in 

particular the Algerian war of independence against France. His 

works influenced sociology, critical theory, post-colonial theory 

and literary studies. 

Joseph McCarthy (1908 – 1957) was an American politician 

who led a campaign against alleged Communists and Soviet 

sympathizers in the United States across federal government 

departments, universities, film industry, and elsewhere, which 

led to a witch-hunt. 

Josip Broz Tito (1892 – 1980) was a Yugoslav communist 

revolutionary, statesmen, and co-founder the Non-Aligned 

Movement, an international alliance of ‘Third World’ countries. 

His presidency has been criticized as authoritarian, repressing 

political opponents. 

Kwame Nkrumah (1909 – 1972) was a Ghanaian politician and 

revolutionary. He was the first prime minister and president of 

Ghana, having led it to independence from Britain in 1957. He 

was an advocate of Pan-Africanism, a founding member of the 

Organisation of African Unity, a co-founder of the Non-Aligned 

Movement and a recipient of the Lenin Peace Prize in 1962.

Léon Damas (1912 – 1978) was a poet and politician born in 

French Guiana. Together with Léopold Sédar Senghor and Aimé 

Césaire, he was one of the founders of the Négritude move-

ment, a literary and ideological movement of French-speaking 

black intellectuals that rejects the political, social and moral 

domination of the West.

Léopold Sédar Senghor (1906 – 2001) was a Senegalese poet, 

politician and cultural theorist who for two decades served 

as the first president of Senegal (1960-80). He was one of the 

founders of the Négritude movement and established the 

Senegalese Democratic Bloc. 

Lalon Fakir (c.1772 – 1890) was a prominent Bengali philosopher, 

Baul saint, mystic, songwriter and social reformer. Considered 

as an icon of Bengali culture, Lalon inspired and influenced 

many poets, social and religious thinkers including Rabindranath 

Tagore, Kazi Nazrul Islam, and Allen Ginsberg. He rejected 

all distinctions of caste and creed and was celebrated as an 

epitome of religious tolerance. 

Mahatma Gandhi (1869 – 1948) was a lawyer, politician, activist 

and writer and leader of the Indian independence move-

ment against British rule. Employing the ideas of Ahimsa (in 

English ‘not to injure’ and ‘compassion’), i.e. nonviolent civil 

disobedience, Gandhi led India to independence and inspired 

wewfbœ wefv‡M, wek¦we`¨vj‡q, Pjw”PÎ RMZmn me ¯’v‡b wZwb GB wm‡¤ú_vBRvi‡`i 

weiæ‡× hz× †NvlYv K‡iwQ‡jb| 

hwmc †eÖvR wU‡Uv (1892-1980) 

hwmc †eÖvR wU‡Uv hz‡Mv¯øvwfqvi GKRb KwgDwb÷ wecøex, K‚UbxwZwe`, Ges bb-A¨v-

jvBÛ gyf‡g‡›Ui mn-cÖwZôvZv wQ‡jb, hv wKbv Z…Zxq we‡k¦i †`k¸‡jvi GKwU †RvU 

wQ‡jv| ivóÖcwZ wn‡m‡e wZwb †m”QvPvwiZv Ges ivR‰bwZK we‡ivaxc‡¶i Dci AZ¨vPvi 

Kivi Rb¨ mgv‡jvwPZ wQ‡jb| 

‡Kvqv‡g µzgvn (1909-1972) 

‡Kvqv‡g µzgvn Nvbvi GKRb ivRbxwZwe` Ges wecøex| wZwb Nvbvi me©cÖ_g 

cÖavbgš¿x Ges ivóÖcwZ whwb weÖwUk kvmb †_‡K ¯^vaxbZv wQwb‡q †bqvi †bZ…Z¡ †`b| 

c¨vb-AvwdÖKvb msMÖv‡gi wZwb GKRb civgk©K wQ‡jb| GQvovI, AM©vbvB‡Rkb Ad 

AvwdÖKvb BDwbwUi cÖwZôvZv m`m¨, bb-A¨vjvBÛ gyf‡g‡›Ui mn-cÖwZôvZv wQ‡jb| 

wZwb 1962 mv‡j †jwbb kvwšÍ c`K cvb| 

wjI `vgvm (1912-1978) 

‡dÖÂ Mvqvbvi Rb¥MÖnY Kiv wjI `vgvm wQ‡jb GKRb Kwe Ges ivRbxwZK| wjI‡cvì 

wm`vn& †msMn& Ges A¨vB‡g wmRvn&i mv‡_ GK‡Î wZwb †bwMÖwPDW Av‡›`vj‡bi cÖwZôv 

K‡ib| GwU wQ‡jv K…òv½ divwmfvlx eyw×Rxex‡`i GKwU mvwnZ¨ Ges Av`wk©K Av‡›`v-

jb hviv ivR‰bwZK, mvgvwRK, Ges ˆbwZK †¶‡Î cwðgv AvwacZ¨‡K A¯^xKvi K‡ib| 

wjI‡cvì wm`vn& †msMn (1906-2001)

‡m‡bMv‡ji wjI‡cvì wm`vn& †msMn GKRb Kwe, ivRbxwZK, mvs¯‹…wZK ZvwË¡K whwb 

†m‡bMv‡ji cÖ_g ivóÖcwZ wn‡m‡e cÖvq `yB `kK `vwqZ¡ cvjb K‡ib (1960-80)| wZwb 

†bwMÖwPDW Av‡›`vjb Ges †m‡bMvwjR †W‡gvKª¨vwUK eø‡Ki cÖwZôvZv| 

jvjb dwKi (1772-1890) 

jvjb dwKi wQ‡jb weL¨vZ evOvwj `vk©wbK, evDj, Ava¨vwZ¥K ¸iæ, MxwZKvi, Ges 

mgvR ms¯‹viK| wZwb evsjv mvwn‡Z¨i AvBKb wn‡m‡e cwiwPZ| wZwb Zuvi iPbvi 

gva¨‡g iex›`Öbv_ VvKzi, KvRx bRiæj Bmjvg, Ges A¨v‡jb wMÝevM©mn eû mvgvwRK 

Ges ag©xq wPšÍvwe`, Ges Kwe‡`i cÖfvweZ K‡i‡Qb| wZwb RvwZMZ we‡f‡`i †Nvi 

we‡ivax wQ‡jb Ges ag©xq mnbkxjZvi cÖZxK wQ‡jb| 

gnvZ¥v MvÜx (1869-1948) 

gnvZ¥v MvÜx wQ‡jb GKRb AvBbRxex, ivR‰bwZK, mgvRKg©x, †jLK, Ges weÖwUk 

iv‡Ri weiæ‡× fviZxq ¯^vaxbZv msMÖv‡gi Ab¨Zg †bZv| wZwb Awnsm Av‡›`vj‡bi 

RbK wQ‡jb| Zvi GB Av‡›`vjb fviZ‡K ¯^vaxbZv G‡b †`q Ges mgMÖ we‡k¦ bvMwiK 

Av‡›`vj‡bi Aby‡cÖiYv wn‡m‡e KvR K‡i| 

g¨vjKg G· (1925-1965) 

g¨vjKg G· AvwdÖKvb-Av‡gwiKvb gymwjg ag©hvhK Ges gvbevwaKvi Kg©x wQ‡jb| wZwb 

K…òv½‡`i AwaKvi Av`v‡q mwµq f‚wgKv cvjb K‡ib| Zv‡K AvwdÖKvb-Av‡gwiKvb 

BwZnv‡mi Ab¨Zg cÖfvekvjx †bZv wn‡m‡e aiv nq| 

gvwU©b nvBW¨vMvi (1889-1976)

gvwU©b nvBW¨vMvi wesk kZ‡Ki BD‡ivcxq `k©‡bi mePvB‡Z †gŠwjK Ges weZwK©Z 

GKRb e³v wQ‡jb| Zvi `k©‡bi e¨vwß wQ‡jv eû`‚i hv Rv cj mv‡Î©, nvbœvn A¨v‡iÛU, 

R¨vK †`wi`v, wg‡kj dz‡Kvmn A‡bK‡KB cÖfvweZ K‡i‡Q| weBs A¨vÛ UvBg Zvi iwPZ 

me‡P‡q ¸iæZ¡c‚Y© eB| BD‡ivcxq `k©b wb‡q Zvi mgv‡jvPbv¸‡jv  BD‡ivcxq AvwacZ¨ 

cZ‡bi ci Zuv‡K Gwkqvq GKKfv‡e me‡P‡q cÖfvekvjx BD‡ivcxq `vk©wbK wn‡m‡e 

Avwef©‚Z K‡iwQj| 
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movements for civil rights and freedoms across the world.

Malcolm X (1925 – 1965) was an African-American Muslim minis-

ter and human rights activist. He was a courageous advocate for 

the rights of blacks, and is called on of the greatest and most 

influential African American in history. 

Martin Heidegger (1889 – 1976) was one of the most original 

and controversial voices in European philosophy in the 20th 

century. His influence was widespread and contributed to the 

works of Jean-Paul Sartre, Hannah Arendt, Jacques Derrida, 

Michel Foucault. Being and Time (1927) was one of his important 

theses.  His critique of European philosophy made him singu-

larly the most influential European philosopher in Asia after the 

collapse of European domination

Martin Luther King (1929 – 1968) was an American Baptist min-

ister and activist who became, along with Malcolm X, the most 

visible spokesperson and leader in the Civil Rights Movement. 

He advanced civil rights by using the tactics of nonviolent civil 

disobediences based on his Christian beliefs and inspired by 

the nonviolent activism of Mahatma Gandhi.

Miki Kiyoshi (1897 – 1945) was a Japanese philosopher and 

ethnic nationalist, influenced by Martin Heidegger, Karl Loewith, 

Blaise Pascal, Soren Kierkegaard and Friedrich Nietzsche. 

Mohini Mohun Chatterji (1858 – 1936) was a Bengali attorney, 

scholar, and member of the Bengal Theosophical Society.  

Married to Rabindranath Tagore’s niece. His writings mediated 

between Hindu religious traditions and Christianity. He was in-

fluential on Irish poets George Russell and William Butler Yeats.   

Mohit Chattopadhyaya (1912 – 2004) was an Indian playwright, 

screenwriter, poet who was influenced by Theatre of the 

Absurd, known in Bengali ‘kimitibadi’. His best known play was 

Raajrakto - Guinea Pig (1974). 

Muhammad Iqbal ((1877 – 1938) - known as Allama Iqbal and 

the Spiritual Father of Pakistan - was a poet, philosopher, poli-

tician, and inspirational figure for the Pakistan Movement. The 

Movement aimed to protect the identity and political interests 

of Muslims in South Asia, alongside the Indian Independence 

Movement. His works The Secrets of the Self (1915), The Secrets 

of Selflessness (1917), Message from the East (1923), Persian 

Psalms (1927) were written in Persian and he was influential 

amongst Iranian poets, philosophers and politicans.

Nishitani Keiji (1900 – 1990)  was a Japanese philosopher and 

principal chair of Philosophy and Religion at Kyoto University 

from 1943 – 1946, after having studied under Martin Heidegger in 

Freiburg from 1937-9. 

Rabindranath Tagore (1861 – 1941) was a Bengali polymath who 

reshaped Bengali literature and music, as well as Indian art with 

gvwU©b jy_vi wKs (1929-1968) 

gvwU©b jy_vi wKs GKRb Av‡gwiKvb e¨vcwU÷ ag©hvhK Ges mwµq mgvRKg©x wQ‡jb, 

whwb g¨vjKg G‡·i cvkvcvwk wZwb wmwfj ivBUm gyf‡g‡›Ui eûj Av‡jvwPZ gyLcvÎ 

wQ‡jb| wZwb Zvui wLÖ÷xq wek¦v‡mi Dci wfwË K‡i Awnsm bvMwiK Aeva¨Zvi †KŠkj 

e¨envi K‡i Ges gnvZ¥v MvÜxi Awnsmvi mwµqZv Øviv AbzcÖvwYZ n‡q bvMwiK AwaKvi 

cÖwZôv K‡ib|

wgwK wK‡qvwk (1897-1945) 

wgwK wK‡qvwk GKRb RvcvwbR `vk©wbK Ges G_wbK b¨vkbvwj÷ wQ‡jb| wZwb gvwU©b 

nvBW¨vMvi, Kvj© jyB_, †eøBR cv¯‹¨vj, †mv‡ib wKi‡KMvW© Ges †dªWwiK bxrkvÕi †jLv 

`viv cÖfvweZ wQ‡jb|

‡gvwnbx gnb P¨vUvwR© (1858-1936) 

‡gvwnbx gnb P¨vUvwR© GKRb evOvwj AvBbRxex, weØvb, Ges †e½j w_ImwdKvj 

†mvmvBwUi m`m¨ wQ‡jb| wZwb iex›`Öbv_ VvKz‡ii bvZRvgvB wQ‡jb| Zvi †jLvi 

gva¨‡g wn›`ya‡g©i HwZn¨ Ges wLÖ÷vb a‡g©i gv‡S GK ai‡Yi ga¨¯ÍZv †`Lv hvq| wZwb 

AvBwik Kwe RR© iv‡mj Ges DBwjqvg evUjvi B‡qUm& Øviv cÖfvweZ n‡qwQ‡jb| 

‡gvwnZ P‡Ævca¨vq (1912-2004) 

‡gvwnZ P‡Ævca¨vq wQ‡jb fviZxq bvU¨Kvi, bvU¨-iPwqZv, Ges Kwe whwb w_‡qUvi Ad 

A¨vemvW© Øviv Abz‡cÖwiZ n‡qwQ‡jb, evsjvq wKwgwZevw` wn‡m‡e cwiwPZ | Zvi me‡P‡q 

Av‡jvwPZ bvUK n‡”Q ivRi³- wMwbwcM (1974)| 

gyn¤§` BKevj (1877-1938) 

m¨vi gyn¤§` BKevj Zvi Av‡iK bvg Avjøvgv BKevj bv‡gB †ewk cwiwPZ wQ‡jb| 

wZwb cvwK¯Ív‡bi ag©¸iæ wQ‡jb Ges GKBmv‡_, Kwe, `vk©wbK, ivRbxwZwe`, Ges 

cvwK¯Ívb Av‡›`vj‡bi GKRb Aby‡cÖibxq e¨w³Z¡ wQ‡jb| GB Av‡›`vj‡bi g‚j D‡Ïk¨ 

wQ‡jv- fviZxq ¯^vaxbZv msMÖv‡gi cvkvcvwk, `w¶Y Gwkqvq gymwjg‡`i cwiPq Ges 

ivR‰bwZK fveavivi msi¶Y| wZwb dvwm© fvlvq `v wm‡µUm Ad `v †mjd (1915), 

`v wm‡µUm Ad `v †mjd‡bm (1917), g¨v‡mR dªg w` B÷ (1923), cvwm©qvb cvgm 

(1927) iPbv K‡ib| Bivwb Kwe, `vk©wbK, Ges ivRbxwZwe`‡`i gv‡S wZwb wQ‡jb 

AZ¨šÍ cÖfvekvjx| 

wbwkZvwb †KBwR (1900-1990) 

wbwkZvwb †KBwR GKRb RvcvwbR `vk©wbK| wZwb 1943 †_‡K 1946 mvj ch©šÍ 

wK‡qv‡Uv wek¦we`¨vj‡qi `k©b Ges ag© wefv‡Mi cÖavb wn‡m‡e `vwqZ¡ cvjb K‡ib| wZwb 

1937-39 mv‡j dªvBev‡M© gvwU©b nvBW¨vMvi‡K wb‡q Aa¨qb K‡ib| 

iex›`Öbv_ VvKzi (1861-1941) 

iex›`Öbv_ VvKzi wQ‡jb GKRb eûweØvb whwb evsjv mvwnZ¨ Ges msMx‡Zi MwZc_ 

bZzb K‡i M‡o †Zv‡jb| wZwb Dbwesk Ges wesk kZ‡Ki fviZxq wk‡í Kb‡U·Pzqvj 

gWvwb©Rg‡K †X‡j mvRvb| wZwb MxZvÄwji iPwqZv, hvi weL¨vZ, ms‡e`bkxj Ges 

Awe¯§iYxq cswZgvjvi Rb¨ 1913 mv‡j cÖ_g A-BD‡ivcxq wn‡m‡e †bv‡ej mvwnZ¨ 

cyi¯‹vi jvf K‡ib| 

igY gnwl© (1879-1950) 

igY gnwl© ev fMevb kÖx igY gnwl© Ab¨Zg cÖfvekvjx fviZxq Fwl wQ‡jb hvi 

†jLv AvšÍtms¯‹…wZi mxgvbv †f` K‡i Avfvb Mv`© wkíx‡`i AbycÖvwYZ K‡iwQj, †hgb 

AbycÖvwYZ K‡iwQj Rvmx© †MÖv‡Uvw¯‹‡K | 

wiPvW© DBj‡ng (1873-1930) 

GB Rvg©vb wQ‡jb GKRb Pxb-wekvi` Ges ZvwË¡K whwb Px‡b 25 eQi AwZevwnZ 

K‡iwQ‡jb| 1925 mv‡j wZwb Pxbv `vk©wbK Ges wgw÷K jvI RzÕi †jLv ZvI †Z wPs 

(Rxeb`k©‡bi eB) Ges AvB wPs (cwieZ©‡bi eB) Rvg©vb fvlvq Abyev` K‡ib| `y‡Uv 
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Contextual Modernism in the late 19th and early 20th centuries. 

Author of Gitanjali and renowned for his sensitive, fresh and 

beautiful verse, he became the first non-European to win the 

Nobel Prize in Literature in 1913.

Ramana Maharshi (1879 – 1950) also known as Bhagavan Sri 

Ramana Maharshi was one of the most influential Indian sages 

whose words were transmitted across cultures, leaving a 

profound mark on practices of avant-garde artists, such as those 

of Jerzy Growtowski.

Richard Wilhelm (1873 – 1930) was a German Sinologist and 

theologian who spent 25 years in China and translated into Ger-

man Tao Te Ching (Book of the Way) by Chinese philosopher 

and mystic Laotze (4th or 5th Century BC) and I Ching (Book of 

Change) in 1925. Both books influenced thinkers, philosophers 

and artist in Europe and America.

Sri Aurobindo (1872 – 1950) was an Indian philosopher, sage, 

poet, nationalist and a leader of the Indian independence move-

ment. His seminal book The Life Divine was influential around 

the world and referred to by the likes of Karlheinz Stockhausen. 

Stokely Carmicheal (1941 – 1998) - of Trinidadian-American de-

cent - was an active member of the Civil Rights Movement, the 

global Pan-African movement and the Black Power movement. 

He was the leader of the Student Nonviolent Coordinating 

Committee, the Honourary Prime Minister of the Black Panther 

Party, and later the leader of the All-African People’s Revolu-

tionary Party. 

Sukarno (1901 – 1970) - born Kusno Sosrodihardjo - was 

leader of Indonesia’s struggle for Independence against the 

Netherlands, spent over a decade under Dutch detention until 

released by the invading Japanese forc-es and became the first 

President of Indonesia (1945 – 1967). He hosted the Bandung 

Conference (1955), was instrumental in the formation of ‘Third 

World’ consciousness and a founding member of the Non-

Aligned Movement.

Tezuka Tomio (1903 - 1983) was a Japanese professor of 

German literature, author of Ex oriente lux: Heideggers Werk 

unter ostasiatischen Einfluss (1989) (In English: Hidden Sources: 

East Asian Influences on His Work) which highlighted the 

indebtedness of the philosophies of Heidegger’s to East Asian 

traditions and thoughts.

eB BD‡ivc Ges Av‡gwiKvi AmsL¨ `vk©wbK, wPšÍvwe`, Ges wkíx‡K cÖfvweZ K‡i| 

kÖx Aiwe›` (1872-1950) 

kÖx Aiwe›` wQ‡jb GKRb fviZxq `vk©wbK, Fwl, Kwe, RvZxqZvev`x, Ges fviZxq 

¯^vaxbZv msMÖv‡gi †bZv| Zvi cÖfvekvjx eB `v jvBd wWfvBb mgMÖ we‡k¦ e¨vcK mvov 

†d‡j hv †_‡K Kvj©nvBb&R ÷KnvD‡R‡bi gZ e¨w³iv D×…wZ ‡`b| 

‡÷vKwj Kvg©vB‡Kj (1941-1998)

wZwb wQ‡jb wÎwb`v`-Av‡gwiKvb es‡kv™¢‚Z| †÷vKwj Kvg©vB‡Kj bvMwiK AwaKvi 

Av‡›`vjb, c¨vb-AvwdªKvb Av‡›`vjb, Ges eø¨vK cvIqvi Av‡›`vj‡bi mv‡_ mwµqfv‡e 

RwoZ wQ‡jb| wZwb Awnsm QvÎ KwgwUi †bZv, eø¨vK c¨vš’vi cvwU©i cÖavb gš¿x, Ges 

cieZ©x‡Z Aj-AvwdªKvb wccjm †ify¨jkbvwi cvwU©i †bZv wQ‡jb| 

mzKY© (1901-1970) 

mzK‡Y©i cy‡iv bvg Kzkœ mmÖw`nv`©¨, wZwb †b`vij¨v‡Ûi weiæ‡× B‡›`v‡bwkqvi ¯^vaxbZv 

msMÖv‡gi †bZ…Z¡ †`b| cÖvq GK `k‡KiI AwaK mgq WvP wbqwš¿Z KvivMv‡i KvUv‡Z 

nq Zv‡K| cieZ©x‡Z Rvcvbx Avµg‡Yi d‡j wZwb Qvov cvb Ges B‡›`v‡bwkqvi 

cÖ_g ivóÖcwZ wn‡m‡e `vwqZ¡ cvjb K‡ib (1945-1967)| wZwb 1955 mv‡j ev›`zs 

Kbdv‡i‡Ýi Av‡qvRb K‡ib| wZwb ÔZ…Zxq wek¦Õi †PZbv Ges bb-A¨vjvBÛ gyf‡g‡›Ui 

RbK wn‡m‡e we‡klfv‡e cwiwPZ| 

‡ZRyKv †ZvwgI (1903-1983) 

‡ZRyKv †ZvwgI Rvg©vb mvwn‡Z¨i GKRb Rvcvbx Aa¨¶ wQ‡jb| wZwb wn‡Wb †mvm©: 

B÷ Gwkqvb Bbd¬z‡q‡Ým Ab wnR IqvK© iPbv K‡ib| GB eB‡q wZwb nvBW¨vMv‡ii 

`k©b Ges †jLvq c~e©-Gwkqvi HwZ‡n¨i cÖfve Zz‡j a‡ib| 
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THRUST OPEN THE HEAVENS  
AND START ANEW
Festival of Arts, Shiraz-Persepolis - 
Excavated Archives

ABBAS NALBANDIAN 
(1947 – 1987) 
Abbas Nalbandian was an Iranian playwright 

who wrote several absurdist plays during 

the 1960s and 1970s. Inspired by European 

absurdist theatre, he attempted to introduce 

some of the new ideas and methods that he 

observed in European dramas into the Iranian 

theatre culture. He premiered two productions 

at the Festival of Arts, Pazhouheshi… 

(Research…) in 1968 and Nagahan… (Suddenly…) 

in 1972 - which contributed to transform the 

Iranian contemporary stage.

ABBEY LINCOLN 
(1930 – 2010) 
Abbey Lincoln was an American jazz vocalist 

and human rights advocate during the 1960s. 

The lyrics in her earlier work often reflected 

the ideologies of the civil rights movement but 

became more philosophical as she grew older. 

She remained professionally active up until her 

70s. She performed at the Festival of Arts in 

1969 alongside Max Roach Quinet. 

ALLA RAKHA 
(1919 – 2000)
Alla Rakha was an Indian table player 

specialized in Hindustani Classical music. The 

venerable master achieved world renown as 

Ravi Shankar’s chief accompanist during his 

apex in the 1960s, delighting audiences in the 

West and as a soloist, where he was a master 

of improvisation, a prolific composer and an 

electric showman.

AveŸvm bvjevw›`qvb
(1947-1987)
AveŸvm bvjevw›`qvb GKRb Bivwb bvU¨Kvi, whwb 1960 I 

1970-Gi `k‡K K‡qKwU A¨ve&mvwW©÷ bvUK iPbv K‡ib| 

BD‡ivcxq A¨ve&mvwW©÷ w_‡qUvi Øviv AbycÖvwYZ n‡q wZwb, 

BD‡ivcxq bvU‡K †`Lv wKQy bZzb aviYv Ges c×wZ Bivwb 

w_‡qUvi ms¯‹…wZ‡Z cÖPjb Kivi †Póv K‡ib| wZwb †dw÷fvj 

Ae AvU©m-G, cv‡Rv‡nwk...(wimvP©...) 1968 Ges bvMvnvb...

(mv‡Wbwj...) 1972, bvUK `ywU gÂ¯’ K‡ib, hv Bivwb 

K‡›U‡¤úvivwi gÂbvU‡Ki iƒcvšÍ‡i Ae`vb iv‡L|

A¨vwe wjsKb
(1930-2010)
A¨vwe wjsKb GKRb gvwK©b R¨vh †fvKvwj÷ Ges gvbevwaKvi 

cÖe³v whwb 1960-Gi `k‡K mwµq wQ‡jb| Zvi cÖgw`KKvi 

wjwi‡K cÖvqB wmwfj ivBUm& gyf‡g‡›Ui Av`k©¸wj cÖwdwjZ 

n‡q‡Q, wKš‘ eqm evovi mv‡_ mv‡_ Zvi wjwiK µgk `vk©wbK 

fv‡ei w`K †_‡K cwiYZ n‡q D‡V‡Q| wZwb 70-Gi `kK ch©šÍ 

†ckvMZfv‡e mwµq wQ‡jb| wZwb 1969 mv‡j †dw÷fvj Ae 

AvU©m-G g¨v· †ivk KzB‡bU-Gi mv‡_ cvidg© K‡iwQ‡jb| 

Avjøv ivLv
(1919-2000)
Avjøv ivLv wQ‡jb, wn›`y¯Ívwb K¬vwmKvj msMx‡Z we‡klvwqZ 

GKRb fviZxq Zejv ev`K| 1960-Gi `k‡K, wZwb kÖ‡×q 

I¯Ív` iwe ksK‡ii mnev`K wn‡m‡e cwðgv †kÖvZv‡`i g‡bviÄb 

K‡ib Ges GKRb †mv‡jvwq÷ wn‡m‡e Zvi ZvrÿwYK-D™¢vweZ 

cwi‡ekbv, eûm„Rb ÿgZvwewkó K‡¤úvRvi Ges PgKcÖ` 

GKRb †kvg¨vb e‡j wek¦L¨vwZ AR©b K‡ib|
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ANDRE GREGORY 
(1934 -)
Andre Gregory is an American theatre director, 

writer and actor. Gregory was born in Paris, 

France, in 1934 to Russian Jewish parents and 

directed a number of avant-garde productions 

developed through ensemble collaboration, the 

most famous of which was Alice in Wonderland 

(1970), based on Lewis Carroll, which was 

performed at the Festival of Arts with his own 

theatrical company, The Manhattan Project 

(founded in 1968). 

ANDREI ȘERBAN 
(1943 –)
Andrei Șerban is a Romanian-born American 

theatre director. A major figure of twentieth-

century theatre, he is renowned for his 

innovative and iconoclastic interpretations and 

staging. Serban directed experimental version 

of plays such as Medea and As You Like It at 

the Festival of Arts in 1975 and 1977 respectively. 

ARBY OVANESSIAN 
(1942 –)
Arby Ovanessian, a pioneer of new direction of 

Iranian theatre and cinema, is one of the most 

vigor-ous and dominant artists of the modern 

era. Being one of the leading voices, he played 

a significant role in the transformation of Iranian 

cultural landscape. He was an active participant 

at the Festival of Arts. In 1968, Ovanessian 

staged Abbas Nalbandian’s play Pazhouheshi… 

at the Festival of Arts, in 1970, he directed Vis o 

Ramin an eleventh-century adaptation by Mahin 

Tajadod for the opening and in 1974, Albert 

Camus’s Caligula.

Av‡›`ª †MÖMwi
(1934-)
Av‡›`ª †MÖMwi GKRb gvwK©b gÂ wb‡`©kK, †jLK Ges 

Awf‡bZv| d«v‡Ýi c¨vwi‡m, 1934 mv‡j GK iækxq Bûw` 

cwiev‡i †MÖMwi Rb¥MÖnY K‡ib| wZwb eû Avfv-Mv`© bvU‡Ki 

wb‡`©kbv w`‡q‡Qb †h¸wj iwPZ n‡q‡Q Ab‡m¤^j †Kvjve‡ikb-

Gi gva¨‡g| †m¸wji g‡a¨ me‡P‡q weL¨vZ nj wjDwqm 

K¨vi‡ji Dcb¨v‡mi Dci wfwË K‡i iwPZ A¨vwjm Bb 

IqvÛvij¨vÛ (1970), †hwU Zvi wbR¯^ w_‡qUvi †Kv¤úvwb w` 

g¨vbn¨vUb cÖ‡R±, †dw÷fvj Ae AvU©m-G gÂ¯’ K‡i‡Q|

Av‡›`ªB †ke©b
(1943-)
Av‡›`ªB †ke©b GKRb †ivgvwbqvb es‡kv™¢‚Z gvwK©b gÂ 

wb‡`©kK| wek kZ‡Ki w_‡qUvi RM‡Zi GKRb cÖavb e¨w³Z¡| 

wZwb D™¢vebgyLx I cyi‡bv a¨vbaviYv weP‚Y©Kvix e¨vL¨v Ges 

gÂvq‡bi Rb¨ weL¨vZ| wZwb †dw÷fvj Ae AvU©m 1975 I 

1977-G h_vµ‡g †gwWqv I A¨vR BD jvBK BU bvUKØ‡qi 

G·‡cwi‡g›Uvj ms¯‹i‡Yi wb‡`©kbv w`‡q‡Qb| 

Avwe© Ifv‡bwmqvb
(1942-)
Bivwb w_‡qUvi I wm‡bgvi bZzb c‡_i GKRb AMÖcw_K, Aviwe 

Ifv‡bwmqvb, AvaywbK hy‡Mi me‡P‡q †ZR¯^x I cÖfvekvjx 

wkíx‡`i GKRb| †bZ…¯’vbxq GKRb e¨w³ wn‡m‡e wZwb 

Bivwb mvs¯‹…wZK cwigÐ‡ji iƒcvšÍ‡i ¸iæZ¡c~Y© f~wgKv cvjb 

K‡ib| wZwb †dw÷fvj Ae AvU©m-G mwµqfv‡e AskMÖnY 

K‡ib| 1968 mv‡j Ifv‡bwmqvb, AveŸvm bvjevw›`qv‡bi 

bvUK cv‡Rv‡nwk gÂvqb K‡ib... 1970 mv‡j †dw÷fvj Ae 

AvU©m-Gi D‡Øvabx‡Z wfR I ivwgb bvUKwUi wb‡`©kbv †`b hv 

wQj gvwnb ZvRv‡`v` iwPZ GKwU GMv‡iv kZ‡Ki A¨vWv‡Þkb 

Ges 1974 mv‡j Avj‡eqvi KvgyÕi K¨vwj¸jv bvU‡Ki wb‡`©kbv 

†`b||
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AZIZ MIAN 
(1942 – 2000)
Aziz Mian was one of Pakistan’s leading 

traditional qawwali (a form of Sufi devotional 

music originated in India) and also famous for 

singing ghazals (legend poetic form, famous 

all around the Indian subcontinent in the 18th 

and 19th centuries) in his own unique style 

of qawwali. Born in Delhi, British India, he 

migrated to Pakistan in 1947.       

BIJAN MOFID 
(1935 – 1984)
Bijan Mofid was a significant Iranian playwright 

and stage director who utilized Iranian folklore 

to produce allegorical satires in the form of 

a musical play, for which he also wrote the 

music. His award winning socio-political satirical 

City of Tales premiered at the festival in 1968 

became the most well known piece of modern 

theatre in Iran in the 20th century.

BISMILLAH KHAN 
(1916 – 2006)
Bismillah Khan was an Indian musician credited 

with popularising the shehnai, a subcontinental 

wind instrument of the oboe class. While the 

shehnai had long held importance as a folk 

instrument played primarily during traditional 

ceremonies, Khan has elevated its status and 

bringing it to the concert stage, which he did at 

the Festival of Arts, in 1968.

BRUNO MADERNA 
(1920 – 1973)
Bruno Maderna was an Italian conductor and 

composer. His international career started in 

1950 in Paris and Munich, and then spread 

across Europe. He composed music in all 

genres: instrumental, chamber, concertos 

AvwRR wgquv
(1942-2000)
AvwRR wgRvb wQ‡jb cvwK¯Ív‡bi GKRb wewkó HwZn¨evnx 

KvIqvwj (fvi‡Z D™¢‚Z GK ai‡bi mywd Avivabv msMxZ) MvqK 

Ges wZwb wbR¯^ GK Awfbe KvIqvwj ˆkjx‡Z MRj (GK 

ai‡bi wKse`wšÍ Kvwe¨K Quv`, 18 I 19 kZ‡K mgMª fviZxq 

Dcgnv‡`‡k weL¨vZ wQj) MvBevi R‡b¨I weL¨vZ wQ‡jb| 

e„wUk fvi‡Zi w`jøx‡Z Zvi Rb¥, wZwb 1947 mv‡j cvwK¯Ív‡b 

cwihvqb K‡ib|

weRvb †gvwd`
(1935-1984)
weRvb †gvwd` wQ‡jb GKRb ¸iæZ¡c~Y© Bivwb bvU¨Kvi I gÂ 

wb‡`©kK, whwb MxwZbv‡U¨i d‡g© A¨vwjMwiKvj m¨vUvqvi iPbvi 

†¶‡Î Bivwb †jvKKvwnbx e¨envi K‡ib| GB bvUK¸wji 

m½xZI wZwb wb‡RB iPbv K‡ib| Zvi cyi¯‹vi weRqx 

mvgvwRKivR‰ bwZK m¨vUvqviag©x wmwU Ae †Uj&m †dw÷fv‡ji 

1968 mv‡ji Avm‡i cªg cª`wk©Z nevi ci 20 kZ‡Ki Biv‡b 

me‡P‡q weL¨vZ AvaywbK w_‡qUvi cwi‡ekbvi Awfav jvf K‡i|

wemwgjøvn Lvb
(1916-2006)
wemwgjøvn Lvb GKRb fviZxq msMxZ wkíx whwb mvbvB-†K 

Rbwcªq K‡i Zzjevi K…wZZ¡ jvf K‡i‡Qb| g~jZ cªvMZ 

AvbyôvwbKZvq e¨eüZ †jvKR ev`¨hš¿ wn‡m‡e eûKvj a‡iB 

mvbvB-Gi ¸iæZ¡ weivRgvb, Lvb 1968 mv‡j †dw÷fvj Ae 

AvU©m-Gi KbmvU©-Gi g‡Â G‡b GB ev`¨h‡š¿i gh©v`v AviI 

DuPy K‡i‡Qb|

eªæ‡bv gv‡`ibv
(1920-1973)
e«y‡bv gv‡`ibv wQ‡jb GKRb BZvwjq KÛv±i I K‡¤úvRvi| 

Zvi AvšÍR©vwZK †ckvRxeb ïiæ nq 1950 mv‡j c¨vwim I 

wgDwb‡L Ges c‡i mgMª BD‡iv‡c we¯Ívi jvf K‡i| wZwb 

bvbv ixwZi msMxZ iPbv K‡i‡Qb, †hgbt BÝUªy‡g›Uvj, †P¤^vi, 

Kb‡P‡Z©v Ges B‡jKUªwbK, cvkvcvwk weivU msL¨vq BwÝ‡W›Uvj 

wgDwRK (w_‡qUvi Ges †iwWI) Ges cyi‡bv msMx‡Zi cªwZwjwc 

I be ms¯‹iY iPbv K‡i‡Qb| 1971 mv‡j, †dw÷fvj 

Ae AvU©m-G cwi‡ewkZ nq gv‡`ibv-i AvDmUªvn&jys, hv 

†dw÷fv‡ji Rb¨ digv‡qkx GKwU iPbv wQj|
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and electronic, as well was large amounts of 

incidental music (for theatre and radio) and 

transcriptions and editions of early music. 

In 1971, Maderna’s ‘Ausstrahlung’, a festival 

commission, was presented at the Festival of 

Arts.

DARIUSH MEHRJUI 
(1939 –)
Dariush Mehrjui is an Iranian director, 

screenwriter, producer, film editor and a 

member of the Iranian New Wave movement 

in the early 1970s. His second film, Gaav 

(Cow), is considered to be a seminal film of 

this movement. Inspired by literature, most of 

his films are adapted from Iranian and foreign 

novels and plays. His ground-breaking works 

Gaav (1969) and Dayere-ye Mina (The Cycle) 

(1975) were premiered at the Festival of Arts. 

DAVID TUDOR 
(1926 – 1996)
David Tudor was an American pianist and 

composer of experimental music, known as one 

of the leading performers of avant-garde piano 

music. Over his career, he often composed and 

performed along-side John Cage. In 1969, Tudor 

set up India’s first electronic music studio at the 

National Institute of Design in Ahmedabad.

DEBABRATA CHAUDHURI
 (1935 –)
Debarata Chaudhuri is a legendary figure in the 

domain of Indian Classical Music. He received 

the Padma Bhushan, one of the highest Civilian 

Government Awards, for his contributions in 

the field of music, from the President of India. 

He is one of India’s most respected, leading and 

outstanding musicians of today. 

`vwiDk †gn&iRyB
(1939-)
`vwiDk †gn&iRyB GKRb Bivwb wb‡`©kK, wPÎbvU¨Kvi, 

cª‡hvRK, Pjw”PÎ m¤úv`K Ges Ô70-Gi `k‡Ki cªgv‡a© 

AbywôZ Bivwb wbD I‡qf Av‡›`vj‡bi m`m¨| Zvi wØZxq 

Pjw”PÎ, Mvf (KvI), GB Av‡›`vj‡bi GKwU Kvh©Kix Pjw”PÎ 

e‡j we‡ewPZ nq| mvwnZ¨ Øviv AbycªvwYZ, Zvi AwaKvsk 

Pjw”PÎB Bivwb I we‡`wk Dcb¨vm I bvU‡Ki A¨vWvc&‡Ukb| 

Zvi hyMvšÍKvix Pjw”PÎØq Mvf (1969) Ges (Pµ) (1975) 

†dw÷fvj Ae AvU©m-G cªg cª`wk©Z nq|

†WwfW wUDWi
(1926-1996)
†WwfW wUDWi wQ‡jb GKRb gvwK©b wcqvwb÷ Ges 

G·‡cwi‡g›Uvj msMx‡Zi GKRb K‡¤úvRvi, whwb Avfv-Mv`© 

wcqv‡bv msMx‡Zi GKRb wewkó cvidg©vi| Kg©Rxe‡b wZwb 

cªvqB Rb †KR-Gi †hŠ_fv‡e msMxZ iPbv I cwi‡ekbv 

K‡i‡Qb| 1969 mv‡j, wUDWi fvi‡Zi cªg B‡j±ªwbK wgDwRK 

÷ywWI ¯’vcb K‡ib Avn‡g`vev‡`i b¨vkbvj BÝwUwUDU Ae 

wWRvBb-G|

†`eeªZ †PŠayix
(1935-)
fviZxq K¬vwmKvj msMx‡Zi RM‡Z †`eeªZ †PŠayix GK 

wKse`wšÍi bvg| msMxZv½‡b Zvi Ae`v‡bi Rb¨ wZwb ivóªcwZi 

nvZ †_‡K fvi‡Zi D”P gh©v`v m¤úboe AmvgwiK m¤§vbbv 

cÙf~lY jvf K‡ib| wZwb eZ©gv‡b fvi‡Zi me‡P‡q m¤§vwbZ, 

cªwm× I Amvgvb¨ msMxZÁ‡`i GKRb|

dvivgvh© cvqfvi
(1933-2009)
dvivgvh© cvqfvi wQ‡jb GKRb Bivwb K‡¤úvRvi Ges mvš‘i 

wekvi`| Zvi Kv‡Ri e‡`Šj‡Z, GK`v cªvwšÍK e‡j we‡ewPZ GB 

mvš‘i GLb cviwmK K¬vwmKvj msMx‡Z e¨eüZ ¸iæZ¡c~Y© GKK 

ev`¨hš¿|
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FARAMARZ PAYVAR 
(1933 – 2009)
Faramarz Payvar was an Iranian composer and a 

virtuoso of santur. Once perceived as marginal, 

the santur is now considered an important solo 

instrument in Persian classical music, as a result 

of his work. 

FARROKH GHAFFARI 
(1921 – 2006)
Farrokh Ghaffari was an Iranian film director, 

actor, critic and author. Along with Ebrahim 

Golestan and Fereydoun Rahnema, he was one 

of the founders of Iran’s New Wave cinema. 

By establishing the first National Iranian Film 

Society in 1949 and organizing the first Film 

Week during which English films were exhibited, 

Ghaffari laid the foundation for alternative and 

non-commercial films in Iran. He was one of 

the founding directors of the Festival of Arts, 

Shiraz-Persepolis.

GEOFFREY REEVES 
(1939 – 2016)
Geoffrey Reeve was a British theatre 

director. He was one of four directors who 

collaboratively created Orghast in 1971. The 

creation was the first production of the Centre 

for International Centre for World Theatre set 

up in 1970 in Paris and headed by Peter Brooke.

GORDON MUMMA 
(1935 –)
Gordon Mumma is an American composer 

of electronic music. His early work was often 

in the context of piano ensembles, where he 

partnered with John Cage, David Tudor, and 

other performers. Together with Robert Ashely, 

he co-founded Ann Arbor’s Cooperative 

dvi‡ivL Mvd&dvwi
(1921-2006)
dvi‡ivL Mvd&dvwi wQ‡jb GKRb Bivwb Pjw”PÎ wb‡`©kK, 

Awf‡bZv, mgv‡jvPK Ges †jLK| Ceªvwng †Mv‡j¯Ívb Ges 

†d‡iq‡`vb ivn‡bgvÕi mv‡_ wZwbI Bivwb wbD I‡qf Pjw”P‡Îi 

GKRb cªwZôvZv| 1949 mv‡j cªLg Bivwb RvZxq Pjw”PÎ 

msm` cªwZôvi ga¨ w`‡q Ges cª_g Pjw”PÎ mßv‡ni Av‡qvRb 

K‡i †mLv‡b Bs‡iwR fvlx Pjw”PÎ cª`k©b K‡i, Mvd&dvwi Biv‡b 

weKí avivi I AevwYwR¨K Pjw”P‡Îi wfwË ¯’vcb K‡ib| 

wZwb †dw÷fvj Ae AvU©m, wkivR-cvwm©‡cvwjm-Gi cªwZôvZv 

wb‡`©kK‡`i GKRb|

†Rd&wi ixf&m
(1939-2016)
†Rd&wi ixf&m wQ‡jb GKRb e„wUk gÂ cwiPvjK| wZwb 1971 

mv‡j †hŠ_ wb‡`©kbvq wbwg©Z IiNv÷-Gi Pvi cwiPvj‡Ki 

GKRb| G KvRwU wcUvi eªæK-Gi †bZ…‡Z¡ 1970 mv‡j c¨vwi‡m 

cªwZwôZ, B›Uvib¨vkbvj †m›Uvi di Iqvì© w_‡qUvi-Gi cªg 

cª‡hvRbv|

MW©b gy¤§v
(1935-)
MW©b gy¤§v GKRb gvwK©b B‡jKUªwbK msMxZ K‡¤úvRvi| Zvi 

cª_g w`KKvi Kv‡R cªvqB wcqv‡bvi HKZvb _vK‡Zv, †hLv‡b 

wZwb Rb †KBR, †WwfW wUDWi, Ges Ab¨vb¨ wkíx‡`i mv‡_ 

†hŠ_ cwi‡ekbv Ki‡Zb| ievU© A¨vkwj-i mv‡_ †hŠ_fv‡e 

wZwb cªwZôv K‡ib A¨vb Ave©iÕm †KvAcv‡iwUf ÷ywWI di 

B‡jKUªwbK wgDwRK| wZwb IGbwmB(IqvÝ) †dw÷fvj-Gi 

GKRb cªwZôvZv, gv‡m© Kvwbsn¨vg WvÝ †Kv¤úvwb-i GKRb 

¯’vqx K‡¤úvRvi Ges mwbK AvU©m BDwbqb-Gi GKRb m`m¨|

nwicªmv` †PŠivwmqv
(1938-)
nwicªmv` †PŠivwmqv GKRb K¬vwmKvj fviZxq eskxev`K, whwb 

euvkwi evRvb, hv GK ai‡bi fviZxq euv‡ki euvwk, wn›`y¯Ívwb 

K¬vwmKvj ixwZ‡Z e¨eüZ nq| K¬vwmKvj msMxZ QvovI, fviZxq 

Pjw”P‡Î msMxZ wb‡`©kK wn‡m‡eI wZwb wb‡Ri Ae¯’vb K‡i 

wb‡q‡Qb| Dciš‘, G·‡cwi‡g›Uvj AvšÍtmvs¯‹…wZK cwi‡ekbvq 

wZwb we‡k¦i Ab¨vb¨ msMxZKv‡ii mv‡_ mn‡hvwMZv K‡i‡Qb, 

hv‡`i g‡a¨ Rb g¨vKjvdwjb Ges Rvb Mviev‡iK mviv we‡k¦ 

cvidg© K‡i‡Qb|
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Studio for Electronic Music. He was one of 

the founders of ONCE Festival, a resident 

composer with the Merce Cunningham Dance 

Company and a member of the Sonic Arts 

Union. 

HARIPRASAD CHAURASIA 
(1938 –)
Hariprasad Chaurasia is an Indian classical 

flautist, who plays the bansuri, an Indian 

bamboo flute, in the Hindustani classical 

tradition. Apart from classical music, he has 

made a mark as music director for Indian 

films. Furthermore, he has collaborated with 

world musicians in experimental cross-cultural 

performances, among them John McLaughlin 

and Jan Garbarek and performed throughout 

the world. 

IANNIS XENAKIS 
(1922 – 2001)
Iannis Xenakis was a Romanian-born, Greek-

French composer, music theorist, architect, 

and engineer, who helped revolutionise 20th 

century classical music. The Festival of Arts 

commissioned a new composition called 

Persephasa in 1969 and the world premiere of 

a musical spectacle named Persepolis, which 

cloosed the festival in 1971.

INGMAR BERGMAN 
(1918 – 2007)
Ingmar Bergman was a Swedish director, writer, 

and producer who worked in film, television, 

theatre and radio. Most of his work was 

concerned with death, illness, faith, betrayal, 

bleakness and insanity. 

Bqvwbm †hbvwKm
(1922-2001)
Bqvwbm †hbvwKm †ivgvbxq es‡kv™¢‚Z GKRb MªxK-divmx 

K‡¤úvRvi, myiZvwË¡K, ¯’vcZ¨wkíx Ges cª‡KŠkjx, whwb 20 

kZ‡Ki K¬vwmKvj msMx‡Zi †¶‡Î ‰ecøweK cwieZ©b Avb‡Z 

mnvqZv K‡ib| †dw÷fvj Ae AvU©m, 1969 mv‡j Zv‡K 

GKwU bZyb K‡¤úvwRkb-Gi Kwgkb cª`vb K‡i hvi bvg wQj 

cvwm©‡dBRv Ges cvwm©‡cvwjm wgDwRK¨vj †¯ú±¨v‡Kj-Gi 

cªg wek¦ cª`k©bxi Rb¨ hv 1971-G †dw÷fvj-Gi mgvcbx 

cwi‡ekbv wQj|

Bsgvi evM©g¨vb
(1918-2007)
Bsgvi evM©g¨vb wQ‡jb GKRb myBwWk Pjw”PÎ wb‡`©kK, 

†jLK Ges cª‡hvRK, whwb Pjw”PÎ, †Uwjwfkb, w_‡qUvi Ges 

†iwWI‡Z KvR K‡i‡Qb| Zvi †ewkifvM Kv‡Ri welqe¯‘ wQj 

g„Zz¨, AmyL, Av¯’v, wek¦vmNvZKZv, wbR©bZv Ges Db¥v`bv|

Rvwh© †Mªv‡UŠw¯‹
(1933-1999)
Rvwh© †Mªv‡UŠw¯‹ wQ‡jb GKRb D™¢vebx †cvwjk gÂ wb‡`©kK 

Ges ZvwË¡K hvi K¬vwmKvj fviZxq bvU‡Ki cªwZ HKvwšÍK AvMªn 

wQj| Zvi Awfbq, cªwk¶Y Ges gÂ¯’ bvU‡Ki cš’v AvaywbK 

w_‡qUvi‡K D‡jøL‡hvM¨fv‡e cªfvweZ K‡i‡Q| Kg©Rxe‡bi 

cªgw`‡K Avqib Kv‡U©B‡bi cðv‡Z KvR Kivi mgq, 1960-Gi 

`k‡K †Mªv‡UŠw¯‹-i †Kv¤úvwb Kv‡Ri D‡Ï‡k¨ AvšÍR©vwZK ågY 

ïiæ K‡i Ges e¨vcK mvov RvMv‡Z m¶g nq| 1970 mv‡j 

wZwb †dw÷fvj Ae AvU©m-G KÝU¨v›U wcªÝ-Gi wb‡`©kbv †`b 

hv, Rywjqvm m&‡jvqvwKÕi cybtwbg©vY wQj †c‡Wªv K¨vj‡Wib wW jv 

evK©vÕi bvU‡Ki|

Rb †KBR
(1912-1992)
Rb †KBR wQ‡jb GKRb gvwK©b Avfv-Mv`© K‡¤úvRvi Ges 

myiZvwË¡K| msMx‡Z Awbw`©óZvi, B‡j‡±ªvA¨vKyw÷K msMxZ 

Ges ev`¨h‡š¿i A-cªwgZ e¨env‡ii GKRb cw_K…r| †KBR 

`vB‡mZ&h myhywK-i GKRb QvÎI wQ‡jb Ges †Rb eyw×Rg-Gi 

e¨vcv‡i Zvi wQj Mfxi AvMªn| †dw÷fvj Ae AvU©m-G Zvi 

A‡bK K‡¤úvwRkb cwi‡ewkZ nq|
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JERZY GROTOWSKI 
(1933 – 1999)
Jerzy Grotowski was an innovative Polish 

theatre director and theorist with a serious 

interest in classical Indian drama, whose 

approach to acting, training and theatrical 

production has significantly influenced modern 

theatre. Operating in his early career behind 

the Iron Curtain, during the 1960s Grotowski’s 

company began to tour internationally and 

attracted increasing interest. In 1970, he 

directed the Constant Prince, based on Juliusz 

Slowacki’s reworking of Pedro Calderon de la 

Barca’s drama, at the Festival of Arts. 

JOHN CAGE 
(1912 – 1992)
John Cage was an American avant-garde 

composer and music theorist. A pioneer of 

indeterminacy in music, electroacoustic music, 

and non-standard use of musical instruments, 

Cage was also a student of Daisetz Suzuki and 

deeply interested in Zen Buddhism. Many of his 

compositions were performed at the Festival 

of Arts.

JOSEPH CHAIKIN 
(1935 – 2003)
Joseph Chaikin was an American theatre 

director, actor, playwright and founder of The 

Open Theater where he experimented with 

unconventional and organic drama techniques. 

He brought this unconventional dramatic style 

to Shiraz in 1971, embracing dance and musical 

performance practices while encouraging actors 

to be more expressive in the body.

KARLHEINZ STOCKHAUSEN 
(1928 – 2007)

†Rv‡md PvBwKb
(1935-2003)
†Rv‡md PvBwKb wQ‡jb GKRb gvwK©b gÂ wb‡`©kK, Awf‡bZv, 

bvU¨Kvi, Ges w` I‡cb w_‡qUvi-Gi cªwZôvZv †hLv‡b wZwb 

cªvweiæ× Ges ˆRe bvU¨ †KŠkj wb‡q cix¶v Pvjv‡Zb| 1971 

mv‡j wZwb GB cªvwe‡ivax bvU¨‰kjx wkivh-G wb‡q Av‡mb, hvi 

g‡a¨ wZwb b„Z¨ I msMxZc~Y© cwi‡ekbv AšÍf©y³ K‡ib Ges 

Awfbq wkíx‡`i ˆ`wnKfv‡e AviI †ewk Awfe¨w³c~Y© n‡Z 

DrmvwnZ K‡ib|

Kvj©nvBb&h ÷KnvD‡mb
(1928-2007)
Kvj©nvBb&h ÷KnvD‡mb wQ‡jb 20 kZ‡Ki †klfv‡Mi GKRb 

Rvg©vb B‡j±ªwbK msMxZ K‡¤úvRvi| ÷KnvD‡mb wmwiqvj 

K‡¤úvwRkb-G K‡›Uªvì PvÝ (A¨vwj‡qUwi †KŠkj A_ev 

A¨vwj‡qUwiKvj msMxZ †KŠkj) †KŠk‡ji cªeZ©b K‡ib Ges 

‘wgDwRK¨vj ¯ú¨vwkqvjvB‡hkb’ aviYvi cªe³vI wZwb| 1972 

mv‡j, †dw÷fvj Ae AvU©m-G GB K‡¤úvRvi-Gi Kv‡Ri GKwU 

f~Zv‡c¶ cwi‡ekbv Dc¯’vwcZ nq|

†LvRv‡¯Ín wKqv
(1935-)
†LvRv‡¯Ín wKqv GKRb Bivwb bvU¨Kvi, gÂ wb‡`©kK Ges 

ms¯‹…wZ ZvwË¡K Ges Iì wfK w_‡qUvi-Gi jÛb kvLvi 

moevZK| wKqv †dw÷fvj Ae AvU©m, wkivh-cvwm©‡cvwjm-Gi 

wZb cªwZôvZv m`‡m¨i GKRb| wZwb Bivwb c¨vkb bvU‡Ki 

mgmvgwqK msÁvq‡bi Rb¨ weL¨vZ, Zvi gÂvwqZ bvUK 

Zv’Avwh‡qn 1967 mv‡j †dw÷fvj Ae AvU©m-Gi cªg Avm‡i 

cwi‡ewkZ nq|

j²x ksKi
(1926-2013)
j²x ksKi cwUqvjv Nivbv’i GKRb wn›`y¯Ívwb K¬vwmKvj 

msMx‡Zi †fvKvwj÷, whwb Zvi †Lqvj, Vzgix Ges fRb 

cwi‡ekbvi Rb¨ weL¨vZ| 1974 mv‡j ksKi, iwe ksKi’m 

wgDwRK †dw÷fvj d«g BwÛqv-i Ask wn‡m‡e BD‡iv‡c msMxZ 

cwi‡ekb K‡ib Ges cieZ©x‡Z ksKi I RR© n¨vwimb-Gi 

mv‡_ DËi Av‡gwiKv Uy¨i-G AskMªnY K‡ib, hviv ksKi 

d¨vwgwj A¨vÛ †d«Ûm A¨vjevg (1974) cªKvk K‡iwQ‡jb|
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Karlheinz Stockhausen was a German composer 

of electronic music in the late 20th century. 

Stockhausen introduced controlled chance 

(aleatory techniques or aleatoric musical 

techniques) into serial composition, and the 

idea of ‘musical spatialisation’. In 1972, the 

Festival of Arts hosted a retrospective of the 

composer’s work.

KHOJASTEH KIA 
(1935 –)
Khojasteh Kia is an Iranian playwright, theatre 

director, and cultural theorist and graduate 

of the Old Vic Theatre, London. Kia is one of 

the three founding members of the Festival 

of Arts, Shiraz-Persepolis. Renowned for her 

contemporary interpretations of Iranian passion 

play, her production of ta’aazieh was performed 

at the first Festival of Arts in 1967. 

LAKSHMI SHANKAR 
(1926 – 2013)
Lakshmi Shankar was a Hindustani classical 

vocalist of the Patiala Gharana, known for her 

perfomances of khyal, thumri, and bhajans. In 

1974, Shankar performed in Europe as part of 

Ravi Shankar’s Music Festival from India, and 

later toured North America with Shankar and 

George Harrison, who produced the Shankar 

Family & Friends album (1974). 

MAHIN JAHANBEGLOO-TAJADOD 
(1927 –) 
Mahin Jahanbegloo-Tajadod was an Iranian 

playwright, dramaturg and linguist, who made 

influential contributions to Iranian drama. Her 

work is mainly based on classic literature and 

her plays are contemporary poetic reflections 

on the meaning of ancient history. Together 

with Ted Hughes, she co-authored the text 

gvwnb Rvnvb‡eMjy-ZvRv‡`v`
(1927-)
gvwnb Rvnvb‡eMjy-ZvRv‡`v` wQ‡jb GKRb Bivwb bvU¨Kvi 

Ges fvlvwe`, whwb Bivwb bvU¨ RM‡Z cªfvekvjx Ae`vb 

†i‡LwQ‡jb| Zvi KvR cªavbZ K¬vwmKvj mvwn‡Z¨i wfwË‡Z 

iwPZ Ges Zvi bvUK¸wj cªvPxb BwZnv‡mi A‡_©i Dci 

mgmvgwqK Kvwe¨K AbywPšÍv| †UW wnDm-Gi mv‡_ †hŠ_fv‡e 

wZwb iPbv K‡i‡Qb Kvh©Kix mvBU-†¯úwmwdK cwi‡ekbvi 

‡U·U hv †dw÷fvj Ae AvU©m KZ…©K Kwgkb Kiv n‡qwQj| 

GwU cwi‡ewkZ nq cvwm©‡cvwjm-Gi aŸsmve‡kl I bvK&k-G 

iæ¯Íg-G `y ivZ e¨vcx, IiNv÷ 1 Ges 2|

gvM©vwiU Wz¨ivm
(1914-1996)
gvM©vwiU Wz¨ivm wQ‡jb GKRb divmx Jcb¨vwmK, bvU¨Kvi, 

wPÎbvU¨ †jLK, cªeÜKvi Ges G·‡cwi‡g›Uvj Pjw”PÎ wbg©vZv| 

ivR‰bwZKfv‡e cª‡Yvw`Z n‡q wZwb cªgw`‡K Jcwb‡ewkK kw³ 

wn‡m‡e d«vÝ-Gi cybiæ¾xeb‡K mg_©b K‡ib, cieZ©x‡Z divmx 

†iwm‡÷Ý Av‡›`vj‡b †hvM`vb K‡ib, †hLv‡b wZwb divmx 

KwgDwb÷ cvwU©i GKRb m`m¨ nb| Zvi A‡bK KvR †hgb Zvi 

†e÷-‡mwjs jAvgvšÍ (1984) gvbe †hŠbZvi Dci Av‡jvKcvZ 

K‡i|

gwim †eRvZ©
(1927-2007)
gwim †eRvZ© wQ‡jb GKRb divmx es‡kv™¢‚Z b„Z¨wkíx, b„Z¨ 

wb‡`©kK, A‡civ wb‡`©kK Ges †eRvZ© e¨v‡j †jvnhvb Ges gy`ªv 

WvÝ ¯‹yj-Gi cªwZôvZv| 1973 mv‡j wZwb, e¨v‡j cvidg©¨vÝ 

†Mv‡j¯Ívb-Gi cª_g cª`k©bx K‡ib, hv cªfvekvjx dvimx Kwe 

mvw`i GKwU KweZvi Dci wfwË K‡i iwPZ, GwU cwi‡ewkZ nq 

†dw÷fvj Ae AvU©m, wkivh-cvwm©‡cvwjm-G| wZwb cieZ©x‡Z 

gy`ªv Avwd«K cªwZôv K‡ib †m`vi †msNi-Gi mv‡_ †hŠ_fv‡e 

Wv°vi, †m‡bMvj-G|
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for the seminal site-specific performance 

commissioned by the Festival of Arts, which 

took place in the ruins of Persepolis and 

Naqsh-e Rostam over two nights, Orghast I & II. 

MARGUERITE DURAS 
(1914 – 1996)
Marguerite Duras was a French novelist, 

playwright, screenwriter, essayist, and 

experimental filmmaker. Politically driven, she 

initially supported a revitalization of France 

as a colonial power, then joined the French 

Resistance movement, where she became a 

member of the French Communist Party. Many 

of her works, such as her best-selling piece 

L’Amant (1984) dealt with human sexuality. 

MAURICE BÉJART 
(1927 – 2007)
Maurice Béjart was a French-born dancer, 

choreographer, opera director and founder 

of Béjart Ballet Lausanne and Mudra Dance 

School. In 1973, he premiered the ballet piece 

Golestan, based on a poem by the influential 

Persian poet Sa’di, at the Festival of Arts, Shiraz 

- Persepolis. He later founded Mudra Afrique 

with Sedar Senghor in Dakkar, Senegal

MAX ROACH 
(1924 – 2007)
Max Roach was an American jazz drummer and 

composer. A pioneer of bebop, Roach went 

on to work in many other styles of music, and 

is generally considered alongside the most 

important drummers in history. He worked with 

many famous jazz musicians, including Miles 

Davis, Abbey Lincoln, and Dizzy Gillespie. He 

produced numerous musical statements relating 

to the Civil Rights Movement. 

g¨v· †ivk
(1924-2007)
g¨v· †ivk wQ‡jb GKRb gvwK©b R¨vh Wªvgvi Ges K‡¤úvRvi| 

weec-Gi GKRb cw_K…r, †ivk msMx‡Zi AviI eû ixwZ wb‡q 

KvR K‡ib Ges mvaviYZ BwZnv‡mi †kªô me Wªvgvi‡`i mv‡_ 

Zvi K_v ¯§iY Kiv nq| wZwb eû weL¨vZ R¨vh msMxZKv‡ii 

mv‡_ KvR K‡i‡Qb, hv‡`i g‡a¨ gvBjm †Wwfm, A¨vwe wjsKb 

Ges wWwh wM‡jw¯ú cªgyLI AšÍf©y³| Bwb bvMwiK AwaKvi 

Av‡›`vj‡bi mv‡_ m¤ú„³ eû wgDwRK¨vj wee„wZ iPbv K‡ib|

gvm© Kvwbsn¨vg
(1919-2009)
gv‡m© Kvwbsn¨vg wQ‡jb GKRb gvwK©b b„Z¨wkíx Ges b„Z¨ 

wb‡`©kK whwb gvwK©b AvaywbK b„Z¨wk‡íi m¤§yL mvwii e¨w³Z¡| 

wZwb Ab¨vb¨ †¶‡Îi wkíx‡`i mv‡_ wbqwgZ mn‡hvwMZv 

Ki‡Zb, GgbwK wfRy¨qvj AvwU©÷‡`i mv‡_I †hgb- ievU© 

i‡kbevM© Ges eªæm bIg¨vb| 1972 mv‡j, Kvwbsn¨vg †dw÷fvj 

Ae AvU©m-G cvidg© K‡ib, Rb †KBR, MW©b gy¤§v, †WwfW 

wUDWi A¨vwÛ Iqvi‡nvj-Gi mv‡_ †hŠ_fv‡e cvkvcvwk 1972 

Gi mgvcbx B‡f›U-G GKwU mvBU-†¯úwmwdK gv‡m© Kvwbsn¨vg 

B‡f›U-I cwi‡ekb K‡ib|

†gvnv¤§v` †iRv kvRvwiqvb
(1940-)
†gvnv¤§v` †iRv kvRvwiqvb GKRb Bivwb K¬vwmKvj msMxZ 

wkíx, K‡¤úvRvi Ges cviwmK HwZn¨evnx msMx‡Zi I¯Ív`| 

cviwmK K¬vwmKvj msMx‡Zi GKRb kxl© Bivwb gv‡q‡÷ªv 

whwb GLbI RxweZ Ges Zvi cvkvcvwk kvRvwiqvb cviwmK 

K¨vwjMªvwd‡Z Zvi `¶Zv I Zvi gvbeZvev`x Kv‡Ri R‡b¨I 

mycwiwPZ|

†gvnv¤§v` †iRv †jvZ&wd
(1947-2014)
†gvnv¤§v` †iRv †jvZ&wd wQ‡jb GKRb cviwmK K¬vwmKvj 

msMxZ wkíx whwb Zvi I wmZvi-Ges gywÝqvbvi Rb¨ mycwiwPZ|  

wZwb †kq`v Ab‡m¤^j Ges Av‡id Ab‡m¤^j-Gi mn cªwZôvZv, 

DfqB cviwmK K¬vwmKvj msMx‡Zi cªPvi I weKv‡k wb‡ew`Z| 

1992 mv‡j, †gkKvwZqvb Ges Av‡id Ab‡m¤^j Bsj¨vÛ-Gi 

w¯úwiU Ae w` Av_© †dw÷fvj-G cªg cyi¯‹vi weRqx nq|
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MERCE CUNNINGHAM 
(1919 – 2009) 
Merce Cunningham was an American dancer 

and choreographer at the forefront of the 

American modern dance. He was a regular 

collaborator with artists of other disciplines, 

including visual artists such as Robert 

Rauschenberg and Bruce Nauman. In 1972, 

Cunningham performed at the Festival of Arts, 

collaborating with John Cage, Gordon Mumma, 

David Tudor and Andy Warhol as well as a 

site-specific Merce Cunningham Event for its 

closing event in 1972.

MOHAMMAD REZA SHAJARIAN 
(1940 –)
Mohammad Reza Shajarian is an Iranian 

classical singer, composer, and master of 

Persian traditional music. Beyond being one of 

Iran’s greatest living maestro of Persian classical 

music, Shajarian is also known for his skills in 

Persian calligraphy and humanitarian activities. 

MOHAMMAD REZA LOTFI 
(1947 – 2014)
Mohammad Reza Lotfi was a Persian classical 

musician renowned for his mastery of the tar 

and setar, two Iranian long-necked waisted 

instruments. He co-founded the Sheyda 

Ensemble and Aref Ensemble, dedicated to 

the promotion and advancement of Persian 

classical music. In 1992, Meshkatian and the 

Aref Ensemble won first prize in the Spirit of 

the Earth Festival in England. 

MUNGARA YAMINI 
KRISHNAMURTI 
(1940 –)
Mungara Yamini Krishnamurti is an eminent 

Indian dancer of Bharatnatyam and Kuchipudi 

styles of dancing (both major genres of Indian 

gysMviv Bqvwgwb K…òg~wZ©
(1940-)
gysMviv Bqvwgwb K…òg~wZ© GKRb wewkó fviZbvU¨g I KywPcywo 

avivi b„Z¨wkíx| bv‡Pi gva¨‡g wZwb eû cyi¯‹vi jvf K‡i‡Qb 

GgbwK cÙkªx (1968), cÙ f~lY (2001) Ges cÙ wef~lY 

(2016), hv fvi‡Zi m‡e©v”P AmvgwiK m¤§vbbv mg~n|

gywbi ewki
(1930-1997)
gywbi ewki GKRb BivwK es‡kv™¢‚Z msMxZKvi, gvKvgvZ 

Aviex myi cªYvjx ¯^iMªvg-Gi GKRb kxl© I¯Ív`| ewk‡ii 

wgDwRK¨vj Bg‡cªvfvB‡Rkb¸wj‡Z cviwmK, fviZxq Ges 

BD‡ivcxq myiwk‡íi Avw½K cªwZdwjZ nq|

gywbi mvinvw`
(1922-1980)
gywbi mvinvw` GKRb mvwi›`v (fviZxq Ges †bcvwj Zv‡ii 

ev`¨hš¿ hv A‡bKUv †`vZviv ev †envjvi gZ) ev`K| wZwb GB 

ev`¨hš¿ evRv‡bvi we`¨v wb‡Ri cyÎ‡K `vb K‡i‡Qb| Zvi cyÎ 

BRvh mvinvw`, GKRb kxl©¯’vbxq mvwi›`v ev`K| 

†bwjB‡qv‡` evmy‡`fvb bv¤^~w`wi
(1940-)
†bwjB‡qv‡` evmy‡`fvb bv¤^~w`wi GKRb K_vKwj wkíx, g~jZ 

`w¶Y fvi‡Zi †Kivjvi K¬vwmKvj K_vKwj b„Z¨-bv‡U¨i 

Pzfvboev _vwo (jvj `vuwo) bvgoex `yó Pwi‡Îi RxešÍ 

Dc¯’vcbvi Rb¨ wZwb weL¨vZ| GQvovI †bwjB‡qv‡` cvUvKvg 

cwi‡ekbvqI we‡kl cªwZfvi AwaKvix| GwU GKwU K¬vwmKvj 

gw›`i wkí hv‡Z evwM¥Zv cª‡qvRb Ges wZwb wKs wjqvi-Gi 

gÂvq‡b w` dzj (wb‡e©va) f~wgKvq Awfbq K‡i‡Qb|

bywiqv GmcvZ©
(1935-)
bywiqv GmcvZ© †¯úb-Gi me‡P‡q m„wókxj Ges weL¨vZ 

Awf‡bÎx I wb‡`©kK‡`i GKRb, whwb A‡civ, gÂ I 

†Uwjwfk‡b mwµq| wZwb 1970 mv‡j, Zvi w_‡qUvi `j 

wU‡qU‡iv bywiqv GmcvZ© mn †dw÷fvj Ae AvU©m-G †hvM`vb 

K‡i Ru¨v †R‡bU-Gi †j eb cwi‡ekb K‡ib Ges 1976 mv‡j 

Avevi †dw÷fvj-G Av‡mb iv‡gvb †`j fv‡i Bbµvb iwPZ 

wWwfbvm cvjveªvm gÂvqb Ki‡Z, DfqB Av‡R©›UvBb-es‡kv™¢~Z 

c¨vwim-wbevmx wf±i Mvwm©qv KZ©…K wb‡`©wkZ|
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classical dance). Her dancing career brought 

her many awards, including the Padma Shree 

(1968), Padma Bhushan (2001) and Padma 

Vibhushan (2016), which are among the highest 

civilian awards of the Republic of India. 

MUNIR BASHIR 
(1930 – 1997)
Munir Bashir was an Iraqi-born musician, a 

supreme master of the maqamat scale system, 

the Arabic system of melodic modes. Bashir’s 

musical improvisations reflected Persian, Indian 

and European tonal art forms. 

MUNIR SARHADI 
(1922 – 1980)
Munir Sarhadi is a sarinda (stringed Indian and 

Nepali folk musical instrument similar to lutes or 

fiddles) player. He bequeathed his knowledge 

for the instrument to his son, ljaz Sarhadi, a 

foremost sarinda player. 

NELLIYODE VASUDEVAN 
NAMBOODIRI 
(1940 –)
Nelliyode Vasudevan Namboodiri is a Kathakali 

artist, noted primarily for his vibrant portrayal 

of the evil chuvanna thaadi (“red beard”) roles 

of the classical Kathakali dance-drama from 

Kerala in south India. Nelliyode is also talented 

in presenting Patakam, a classical temple art 

requiring skills in oratory, and has played the 

role of the Fool in a production of King Lear. 

NÚRIA ESPERT 
(1935 –)
Núria Espert is one of Spain’s most prolific and 

renowned actresses and directors, active in 

opera, theatre and television. She came to the 

Festival of Arts in 1970 with her Teatro Núria 

cviwfR wKwgqvwf
(1939-)
cviwfR wKwgqvwf GKRb Bivwb Pjw”PÎ wb‡`©kK, wPÎbvU¨Kvi, 

m¤úv`K Ges Bivwb wbD I‡qf Av‡›`vj‡bi m`m¨| wZwb 

d«v‡Ýi jyB jy¨wg‡qi ¯‹yj Ae wm‡bg¨v‡UvMªvwd Ges BÝwUwUDU 

wm‡bg¨v‡UvMªvwdK ÷vwWR-G Av‡jvKwPÎ I Pjw”PÎ wb‡q 

cov‡kvbv K‡ib|

wcUvi eªæK
(1925-)
wcUvi eªæK GKRb Bs‡iR-es‡kv™¢~Z gÂ I Pjw”PÎ wb‡`©kK, 

whwb 1970 mv‡j, wg‡kwjb †ivhvb-Gi mv‡_ †hŠ_fv‡e cªwZôv 

K‡ib B›Uvb¨©vkbvj †m›Uvi di w_‡qUvi wimvP© (wm AvB Avi 

wU)| GB †m›Uvi, w_‡qUv‡ii mvs¯‹…wZK, †fŠ‡MvwjK, ¯’vwbK 

Ges fvlvZvwË¡K mxgvbv A‡š^lY K‡i| wm AvB Avi wU-Gi 

cªg gyL¨ M‡elYvag©x cwi‡ekbv wQj IiNv÷ 1 Ges 2, hv wQj 

GKwU mg‡eZ, eûRvwZK mvBU-‡¯úwmwdK cªwµqvaxb KvR, 

†dw÷fvj Ae AvU©m 1971-G gÂvwqZ| eªæK Zvi PP©vi Rb¨ 

fviZ †_‡K gvwj ch© wek¦ w_‡qUv‡ii bvbv Avw½K A‡š^lY 

K‡i‡Qb| Zvi gnvfviZ (1985) wQj wn›`y cyivY‡K wek¦Rbxb 

my‡eva¨ bv‡U¨ iƒcvšÍ‡ii GKwU cª‡Póv|

wcUvi ïgvb
(1934-)
wcUvi ïgvb, 1960-Gi `kK †_‡K mwµq, i¨vwWKvj 

ivR‰bwZK w_‡qUvi MÖæc †eªW A¨vÛ cv‡cU w_‡qUvi-Gi 

mvB‡jwmq-es‡kv™¢~Z gvwK©b cªwZôvZv I cwiPvjK| 1961 mv‡j 

cwihvq‡bi AvM ch©šÍ wZwb Rvg©vwb‡Z GKRb fv¯‹i I b„Z¨wkíx 

wn‡m‡e mwµq wQ‡jb| 1970 mv‡j, †dw÷fvj Ae AvU©m-G 

dvqvi Ges wKsm †÷vwi bvUK `ywU gÂ¯’ Kivi ga¨ w`‡q ïgvb 

Zvi G·‡cwi‡g›Uvj gvwK©b w_‡qUvi ixwZi Dc¯’vcbv K‡ib|

wc‡qi cvI‡jv cv‡mvwjwb
(1922-1975)
wc‡qi cvI‡jv cv‡mvwjwb wQ‡jb GKRb BZvjxq Pjw”PÎ 

wb‡`©kK, Kwe, †jLK Ges eyw×Rxex| cªZviYvg~jK be¨- 

ev¯Íeev‡`i e¨envi Ges Zvi Pjw”P‡Î †hŠb msµvšÍ wewfboe 

U¨veyi Dci †Rvi Av‡ivc Kivi Kvi‡Y wZwb wbR †`‡k weZwK©Z 

GK e¨w³Z¡ n‡q Av‡Qb| wZwb BD‡ivcxq mvwnZ¨ I Pjw”PÎ 

wk‡í GKRb cªwZwôZ I gyL¨ e¨w³ Ges GKvwaK ¸iæZ¡c~Y© 

cyi¯‹vi we‡RZv|
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ivg bvivqY
(1927-)
ivg bvivqY GKRb fviZxq msMxZ wkíx whwb wn›`y¯Ívwb 

K¬vwmKvj msMx‡Z Qohy³ ev`¨hš¿ mv‡iw½’‡K Rbwcªq K‡i 

Zz‡j‡Qb GKK KbmvU© Dc‡hvMx ev`¨hš¿ wn‡m‡e Ges n‡q 

D‡V‡Qb cªg AvšÍR©vwZKfv‡e mdj mv‡iw½ ev`K| wZwb 

GKvwaK GKK A¨vjevg †iKW© K‡i‡Qb Ges Av‡gwiKv I 

BD‡ivc ågY K‡i‡Qb 1960-Gi `k‡K|

iwe ksKi
(1920-2012)
iwe ksKi wQ‡jb GKRb fviZxq evOvwj msMxZ wkíx Ges 

wn›`y¯Ívwb K¬vwmKvj msMx‡Zi K‡¤úvRvi| wZwb 20 kZ‡Ki 

wØZxqv‡a© wmZvi-Gi me‡P‡q cwiwPZ cªe³v wQ‡jb Ges wek¦ 

Ry‡o eû msMxZ wkíx‡K cªfvweZ K‡i‡Qb, hvi g‡a¨ weL¨vZ 

n‡jb `¨v weUjm-Gi RR© n¨vwimb| 1970 mv‡j ksKi 

†dw÷fvj Ae AvU©m-G msMxZ cwi‡ekb K‡ib|

†iRv Nswe
(1940-)
†iRv Nswe GKRb Bivwb KR‡gv‡cvwjUvb ¯^coe`ªóv, †dw÷fvj 

Ae AvU©m, wkivh-cvwm©‡cvwjm-Gi GKRb mn cªwZôvZv Ges 

wbe©vnx cwiPvjK| 1960 I 70-Gi `k‡K wZwb wQ‡jb b¨vkbvj 

Bivwbqvb †iwWI Ges †Uwjwfkb-Gi cªavb, hviv m~Pbv †_‡K 

AvKw¯§K mgvwß ch©šÍ †dw÷fvj Ae AvU©m-Gi AvbyôvwbK 

¯úÝi wQ‡jb|

ievU© †miægvMv
(1939-1980)
ievU© †miægvMv wQ‡jb GKRb DMvÛvb bvU¨Kvi| wZwb wUªwbwU 

K‡j‡R, Wvewjb-G A_©bxwZ wel‡q cov‡kvbv K‡ib, †hLv‡b 

wZwb AvBwik w_‡qUvi Ges w` w_‡qUvi Ae A¨vemvW©-Gi mv‡_ 

cwiwPZ nb| 1966 mv‡j, wZwb DMvÛv wd‡i Av‡mb, †hLv‡b 

wZwb w` DMvÛvb b¨vkbvj w_‡qUvi †Kv¤úvwb cªwZôv K‡ib 

1967 mv‡j| 1975 mv‡j, †miægvMv Ges w` b¨vkbvj w_‡qUvi, 

†dw÷fvj Ae AvU©m-G Zvi bvUK †i½v gB bvUK cwi‡ekb 

K‡ib|

Espert to perform Les Bonnes by Jean Genet 

in 1970 and again in 1976 to perform Divinas 

Palabras by Ramón del Valle-Inclán, both 

directed by the Argentinian-born Paris-based 

Victor Garcia. 

PARVIZ KIMIAVI 
(1939 –)
Parviz Kimiavi is an Iranian film director and, 

screenwriter, editor and a member of the 

Iranian New Wave. He studied photography 

and film in France at the Louis Lumiere 

School of Cinematography and the Institute 

Cinematographic Studies. 

PETER BROOK 
(1925 –)
Peter Brook is an English-born theatre and 

film director who co-founded the International 

Centre for Theatre Research (CIRT) with 

Micheline Rozan in 1970. The centre explored 

the cultural, geographic, spatial and linguistic 

boundaries of theatre. CIRT’s first major 

research performance Orghast I & II, a 

collaborative, multinational site-specific work in 

progress was presented at the Festival of Arts 

in 1971. Brook’s practice explored world theatre 

forms from India to Mali. His Mahabharata (1985) 

attempted to transform the Hindu myth into a 

universally accessible drama.

PETER SCHUMANN 
(1934 –)
Peter Schumann is the Silesian-born American 

founder and director of the politically radical 

Bread and Puppet Theatre that has been 

active since the 1960s. He was a sculptor and 

dancer in Germany before emigrating in 1961. 

In 1970, Schumann presented the experimental 

American theatre style through staging his two 
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plays Fire and King’s Story at the Festival of 

Arts in 1970. 

PIER PAOLO PASOLINI 
(1922 – 1975)
Pier Paolo Pasolini was an Italian film director, 

poet, writer and intellectual. Remaining a 

controversial personality in his home country 

due to his use of picaresque neorealism and his 

emphasis on taboo sexual matters in his works, 

he is an established major figure in European 

literature and cinematic arts and won several 

important prizes. 

RAM NARAYAN 
(1927 –)
Ram Narayan is an Indian musician who 

popularised the bowed instrument sarangi as a 

solo concert instrument in Hindustani classical 

music and became the first internationally 

successful sarangi player. He recorded several 

solo albums and toured through America and 

Europe in the 1960s. 

RAVI SHANKAR 
(1920 – 2012)
Ravi Shankar was a Bengali Indian musician and 

a composer of Hindustani classical music. He 

was one of the best-known proponents of the 

sitar in the second half of the 20th century and 

influenced many other musicians throughout 

the world, famously including The Beatles’ 

George Harrison. In 1970, Shankar performed at 

the Festival of Arts. 

REZA GHOTBI 
(1940 –)
Reza Ghotbi is an Iranian cosmopolitan 

visionary, co-founder and executive director of 

the Festival of Arts, Shiraz – Persepolis. He was 

head of National Iranian Radio and Television 

iIkb Aviv †eMg
(1917-1982)
iIkb Aviv †eMg wQ‡jb GKRb wn›`y¯Ívwb Ges cvwK¯Ívwb 

K¬vwmKvj †fvKvwj÷| 1948 mv‡j, wZwb cvwK¯Ív‡b ¯’vqxfv‡e 

AvMgb K‡ib, †hLv‡b wZwb gvwjKv-G-gIwmwK (my‡ii ivYx) 

e‡j AwfwnZ|

kvLvIqvZ û‡mBb
(1877-1955)
kvLvIqvZ û‡mBb wQ‡jb GKRb wkíwekvi` fviZxq m‡iv` 

ev`K| wZwb wQ‡jb nvwdR Avwj Lv‡bi mgmvgwqK Ges 20 

kZ‡K GB ev`¨h‡š¿i gyL¨ cªe³v‡`i GKRb| 1935-1938 

mvj ch©šÍ wZwb †jqjv m‡LB‡qi mv‡_ BD‡ivc ågY K‡ib 

Ges evwj©b Awjw¤úKm B›Uvib¨vkbvj WvÝ Awjw¤úqvW-G 

cvidg© K‡ib|

mvi‡`v‡bv Kzmy‡gv
(1945-)
mvi‡`v‡bv Kzmy‡gv GKRb B‡›`v‡bkxq b„Z¨ wb‡`©kK, bªZ¨ wkíx, 

Pjw”PÎ wb‡`©kK Ges Awf‡bZv| wZwb K¬vwmKvj RvfvwbR b„Z¨ 

Aa¨qb K‡i‡Qb Ges cieZ©x‡Z ¯’vbxq b„Z¨ Kjvi mv‡_ Zvj 

wgwj‡q AvaywbK b„Z¨ †KŠk‡ji Dci wewkóZv AR©b K‡ib| 

1970 mv‡j, wZwb WvÝ w_‡qUvi mvi‡`v‡bv cªwZôv K‡ib| 

1971, †dw÷fvj Ae AvU©m-G wZwb RvfvwbR Zvwi †Zv‡cs 

cwi‡ekb K‡ib, hv GK ai‡bi gy‡Lvkavix b„Z¨ Ges 1976 

mv‡ji †dw÷fv‡j, Zvi wb‡`©wkZ b„Z¨ cwi‡ekbv †KPvK 

cª`wk©Z nq| GB cwi‡ekbvi Abyl½ wQj evwj’i cyiæl I 

evjK‡`i GKwU cvK©vwmf K¨v‡cjv †Kvivm|

mZ¨wRr ivq
(1921-1992)
mZ¨wRr ivq wQ‡jb GKRb fviZxq Pjw”PÎ wbg©vZv Ges 

†jLK, whwb 20 kZ‡Ki †kªô Pjw”PÎ wbg©vZv‡`i GKRb e‡j 

eûjfv‡e cwiwPZ| wZwb KjKvZv kn‡i GK evOvwj eªvþ 

cwiev‡i Rb¥MªnY K‡ib hv‡`i c~e©myixiv wQ‡jb Kvq¯’| 1971 

mv‡j †dw÷fvj Ae AvU©m-G Bsgvi evM©g¨vb-Gi cvkvcvwk 

mZ¨wRr iv‡qi Kv‡Ri GKwU wi‡Uªv‡¯úw±f cª`wk©Z nq|
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during the 1960s and 1970s, which was the 

official sponsor of the Festival of Arts from its 

inauguration to its abrupt end.

ROBERT SERUMAGA 
(1939 – 1980) 
Robert Serumaga was a Ugandan playwright. He 

studied economics at Trinity College, Dublin, 

where he encountered Irish theatre and the 

Theatre of the Absurd. In 1966, he returned 

to Uganda, where he founded the Ugandan 

National Theatre Company in 1967. In 1975, 

Serumaga and the National Theatre performed 

his play Renga Moi at the Festival of Arts.

ROSHAN ARA BEGUM 
(1917 – 1982)
Rosha Ara Begum was an Hindustani classical 

and Pakistani classical vocalist. In 1948 she 

migrated to Pakistan, where she is revered as 

Mallika-e-Mauseeqi (“Queen of Music”). 

SAKHAWAT HUSSAIN 
(1877 – 1955)
Sakhawat Hussain was a virtuoso Indian sarod 

player. He was a contemporary of Hafiz Ali 

Khan and one of the major exponents of the 

instrument in the 20th century. From 1935-8, he 

toured Europe with Leila Sokhey, performed 

at the Berlin Olympics International Dance 

Olympiad.

SARDONO KUSUMO 
(1945 –)
Sardono Kusumo is an Indonesian 

choreographer, dancer, film director and 

actor. He studied classical Javanese dance 

and specialized afterwards in local dances in 

combination with modern dance techniques. In 

the 1970s, he founded Dance Theatre Sardono. 

At the Festival of Arts, he presented Javanese 

kvšÍv ivI
(1930-2007)
kvšÍv ivI wQ‡jb GKRb fviZxq b„Z¨wkíx Ges fviZbvU¨g-

Gi wewkó cªe³v, GQvovI wZwb K_vKwj I KzwPcywo (fviZxq 

K¬vwmKvj b„‡Z¨i mKj cªavb kvLv) b„Z¨ ˆkjxI Aa¨qb K‡ib| 

wZwb 1971

mv‡j fviZ miKv‡ii cÙkªx c`K jvf K‡ib|

Uv‡WDR K¨v›Ui
(1915-1990)
Uv‡WDR K¨v›Ui wQ‡jb GKRb †cvwjk wPÎwkíx, gÂm¾v wkíx 

Ges gÂ wb‡`©kK, whwb Zvi wecøex gÂ mvabvi Rb¨ weL¨vZ| 

hLb Zvi KvR wek¦‡Rvov L¨vwZ †c‡Z Avi¤¢, ZLb K¨v›Ui 

Zvi j‡fwjR A¨vÛ WvIwWR (1974) Ges †WW K¬vm (1977) 

bvUKØ‡qi wb‡`©kbv †`b †dw÷fvj Ae AvU©m-G|

†UW wnDh
(1930-1998)
†UW wnDh wQ‡jb GKRb Bs‡iR Kwe Ges wkï‡Zvl †jLK| 

mgv‡jvPKiv cªvqB Zv‡K Zvi cªR‡b¥i †miv Kwe‡`i GKRb 

Ges 20 kZ‡Ki †miv †jLK‡`i GKRb e‡j A¨vLvwqZ K‡ib| 

wnDh, wm AvB Avi wU-i cªg eo cwim‡ii M‡elYv cªKí IiNv÷ 

1 Ges 2-G Ae`vb iv‡Lb GKwU wbe©vK fvlv m„wói gva¨‡g hv 

cªwµqvaxb Kv‡Ri wk‡ivbvg n‡q I‡V|

Dgv kg©v
(1942-)
Dgv kg©v GKRb KÌK wkíx, b„Z¨ wb‡`©kK Ges wk¶K| wZwb 

fviZxq msMxZ m`b, w`jøx cwiPvjbv K‡ib, hv bqv w`jøxw¯’Z 

GKwU K¬vwmKvj b„Z¨ I msMxZ A¨vKv‡Wwg| 1946 mv‡j, GwU 

cªwZôv K‡ib Zvi evev| wZwb cªvPxb K¬vwmKvj b„Z¨iƒc bUewib 

b„Z¨ A_ev e„›`ve‡bi ivmjxjv’i cybiæ¾xe‡bi Rb¨ mycwiwPZ| 

GB cªvPxb b„Z¨iƒc †_‡KB KÌK-Gi D™¢e|

evmy wclv‡iv`x
(1943-)
KjvgÐjg wclv‡iv`x GKRb wewkó fviZxq K_vKwj wkíx whwb 

cwiwPZ `w¶Y fvi‡Zi †Kivjvi K¬vwmKvj b„Z¨bv‡U¨i wewfboe 

Pwi‡Îi mshZ cwi‡ekbvi Rb¨| wZwb gh©v`vc~Y© †m›Uªvj msMxZ 

bvUK AvKv‡`wg cyi¯‹vi weRqx|
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Tari Topeng masked dances in 1971 and in 1976, 

he presented his choreography Kechak at the 

Festival of Arts with a percussive a cappella 

chorus of men and boys from Bali. 

SATYAJIT RAY 
(1921 – 1992)
Satyajit Ray was an Indian filmmaker and 

author, widely regarded as one of the greatest 

filmmakers of the 20th century. He was born 

in the city of Calcutta into a Bengali Brahmo 

family of Kayastha origin. In 1971, the Festival of 

Arts featured a retrospective of Ray’s works, 

alongside Ingmar Bergman. 

SHANTA RAO 
(1930 – 2007)  

Shanta Rao was an Indian dancer and an 

exponent of Bharatanatyam and also studied 

Kathakali and Kuchipudi (all major genres of 

Indian classical dance). She was a recipient of 

Padma Shri given by the Government of India 

in 1971. 

TADEUSZ KANTOR 
(1915 – 1990)
Tadeusz Kantor was a Polish painter, set 

designer and theatre director, renowned for 

his revolutionary theatrical practice. Kantor 

directed his plays Lovelies and Dowdies (1974) 

and Dead Class (1977) at the Festival of Arts 

in the years when his work was gaining wider 

recognition around the world. 

TED HUGHES 
(1930 – 1998)
Ted Hughes was an English poet and children’s 

book writer. Critics frequently rank him as one 

of the best poets of his generation, and one of 

the twentieth century’s greatest writers. Hughes 

wejvqvZ Lvb
(1928-2004)
wejvqvZ Lvb wQ‡jb fvi‡Zi me‡P‡q mycwiwPZ wmZvi cwÐ‡`i 

GKRb, whwb iwe ksKi, Avwj AvKei Lvb Ges Zvi Kwbô åvZv 

BgivZ Lv‡bi gZ ev`K‡`i mv‡_ mviv we‡k¦i mv‡_ fviZxq 

K¬vwmKvj msMx‡Zi cwiPq Kwi‡q w`‡Z mnvqZv K‡i‡Qb| Lvb 

†MŠixcy‡i Rb¥MªnY K‡iwQ‡jb, hv eZ©gv‡b evsjv‡`‡ki Ask| 

wZwb 1967 mv‡j, wkivh-G AbywôZ  cÖg †dw÷fvj Ae AvU©m-G 

GKwU fviZxq K¬vwmKvj msMx‡Zi gv÷viK¬vm cwi‡ekb K‡ib|

webvqK †fviv
(1929-2006)
webvqK †fviv wQ‡jb w`jiæev Ges Zvi-mvbvB-Gi gZ weij 

ev`¨h‡š¿i KwZcq cªe³v‡`i GKRb| msMxZ wkíx I weØvb 

e¨w³‡Z c~Y© GK cwiev‡i Rb¥MªnYKvix †fviv Zvi evev AvPvh¨© 

bvbvjvj †fviv’i KvQ †_‡K Zvi msMxZ cªwZfv DËivwaKvi m~‡Î 

†c‡qwQ‡jb| AvPvh¨© bvbvjvj wQ‡jb ms¯‹…Z fvlvq cwÐZ Ges 

weL¨vZ msMxZwe`|

BqvmywR‡iv Ihy
(1903-1963)
BqvmywR‡iv Ihy GKRb Rvcvbx Pjw”PÎ wb‡`©kK Ges 

wPÎbvU¨Kvi, whwb wbe©vK Pjw”P‡Îi Rvgvbvq Zvi Kg©Rxe‡bi 

m~Pbv K‡ib| wZwb ¸iæM¤¢xi wel‡qi w`‡K nvZ evov‡bvi Av‡M 

nvm¨imvZ¥K Pjw”PÎ wbg©vY w`‡q hvÎv Avi¤¢ K‡ib| 1920-Gi 

`k‡Ki †klfvM †_‡K ïiæ K‡i Pjw”PÎ wb‡`©kK I wPÎbvU¨Kvi 

wn‡m‡e Zvi Kg©Rxeb wZb `kKe¨vcx we¯Í„Z| Zvi Kv‡Ri cªavb 

welqe¯‘ wQj we‡q I cwievi|

B‡qûw` †gbywnb
(1916-1999)
B‡qûw` †gbywnb R‡b¥wQ‡jb wbD BqK© kn‡i GK †ejviækxq 

Bûw` cwiev‡i| wZwb GKRb †envjv wkíx Ges KÛv±i wn‡m‡e 

Zvi Kg©Rxe‡bi eo AskB e„‡Ub-G cvidg© Kivi ga¨ w`‡q 

AwZevwnZ K‡ib| wZwb 20 kZ‡Ki †miv †envjv wkíx‡`i 

GKRb e‡j we‡ewPZ Ges wZwb `w¶Y Gkxq msMxZ wkíx‡`i 

mv‡_ e¨vcK mn‡hvwMZv K‡i‡Qb|
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contributed to the CIRT’s first major research 

project Orghast I & II by developing a non-

verbal “language” that became the title of the 

ongoing work. 

UMA SHARMA 
(1942 –)
Uma Sharma is a kathak dancer, choreographer 

and teacher. She is runs the Bharatiya Sangeet 

Sadan, Delhi, a classical dance and music 

academy, situated in New Delhi, founded by her 

father in 1946. She is known for reviving the old 

classical dance form of natwarinNritya or the 

raslila of Brindavan, which later evolved into the 

kathak. 

VASU PISHARODY 
(1943 –)
Kalamandalam Pishardoy is a leading Indian 

Kathakali artiste known for his restrained 

portrayal of character roles in the classical 

dance-drama of Kerala in south India. He is a 

winner of the prestigious Central Sangeet Natak 

Akademi award. 

VILAYAT KHAN 
(1928 – 2004)
Vilayat Khan was one of India’s best-known 

sitar maestros, who along with players like 

Ravi Shankar, Ali Akbar Khan and his younger 

brother Imrat Khan, helped to introduce 

Indian classical music to the world. Khan was 

born in Gouripur, now part of Bangladesh. He 

performed an Indian classical music masterclass 

in Shiraz in 1967, at the inaugural Festival of Arts. 

VINAYAK VORA 
(1929 – 2006) 
Vinayak Vora was one of the few exponents 

of rare instruments such as Dilruba and Tar-

Poster, 4th Festival of Arts, Shiraz-Persepolis 27 August - 6 

September 1970, Designed by Ghobad Shiva; Courtesy of 

Archaeology of the Final Decade.  
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shehnai. Born in a family of musicians and 

scholars, Vora inherited his music ear from his 

father, Acharya Nanalal Vora, a Sanskrit scholar 

and reputed musicologist.

YASUJIRO OZU 
(1903 – 1963)
Yasujiro Ozu is a Japanese film director and 

screenwriter who began his career during 

the era of silent films. He began with making 

comedies before moving on to more serious 

themes. His years of activity as a film director 

and screenwriter stretched over three decades, 

starting in the late 1920s. Prominent themes 

throughout his work were marriage and family. 

YEHUDI MENUHIN 
(1916 – 1999)
Yehudi Menuhin was born in New York City 

to a family of Belorussian Jews. He became 

a violinist and conductor who spent most of 

his performing career in Britain. He is widely 

considered one of the greatest violinist of the 

20th century and he collaborated widely with 

musicians from South Asia. 

Shanta Rao performing Bharatanatyam & Mohiniatam, Classical 

Indian Dances, Hafezieh, 1972. Courtesy of Festival of Arts, Shiraz-

Persepolis; Malie Letrange; Archaeology of the Final Decade.
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TO BE FREE IS TO LOOSE SIGHT 
OF THE SHORE 
Film Programme

ASHISH AVIKUNTHAK
(1972)
Ashish Avikunthak has been making films 

for more than 22 years. His films have been 

shown worldwide in film festivals, galleries 

and museums - Tate Modern, London, Centre 

George Pompidou, Paris, Taipei Biennial 2012, 

Shanghai Biennial 2014, Berlinale 2017.  He has 

had retrospective of his works at Bard College 

(2015), Rice University (2014), Yale University 

(2008), and National Centre for Performing 

Arts, Mumbai (2008). He has a PhD in Cultural 

Anthropology from Stanford University and is 

now an Associate Professor in Film/Media at 

University of Rhode Island.

VAKRATUNDA SWAHA (2010)
25 minutes

In 1997, Avikunthak filmed a friend immersing an 

idol of Ganesha at Chowpati beach, Bombay, 

on the last day of the Ganapati festival. A 

year later, he committed suicide. After twelve 

years, Avikunthak completed the film. Using his 

footage as his leitmotif, the film is a requiem for 

a dead friend.  

Courtesy of Ashish Avikunthak. 

AAPOTHKALIN TRIKALIKA - THE 
KALI OF EMERGENCY (2016) 

10 minute excerpt

During social and political turmoil what is the 

manifestation of divine intervention? How do 

the Gods and Goddess act in the volatility of 

the contemporary world? If they walk on earth 

as men and women, how they endure the chaos 

of modernity? Centring on the terrible and 

G BD‡Uvwcqvb †÷R- Uz we wdª BR Uz 
jzR mvBU Ad `¨ †kvi
wdj¥ †cÖvMÖvg

Avwkm AwfKzš’K
(1972-)
Avwkm AwfKzš’K 22 eQ‡iiI †ewk mgq a‡i Pjw”PÎ 
wbg©vY K‡i P‡j‡Qb| wek¦e¨vcx wewfbœ Pjw”PÎ Drm‡e, 
M¨vjvwi‡Z Ges Rv`yN‡i- †UU gWvY©, jÛb; †m›Uvi RR© 
cw¤ú`y¨, c¨vwim; ZvB‡cB we‡qwbqvj 2012; mvsnvB 
we‡qwbqvj 2014; evwj©bv‡j 2017-‡Z Zvui Qwe cÖ`wk©Z 
n‡q‡Q| GQvovI Zvui KvR¸‡jv avivevwnKfv‡e evW© 
K‡jR (2015), ivBm BDwbfvwm©wU (2014), B‡qj 
BDwbfvwm©wU (2008), Ges b¨vkbvj †m›Uvi Ad cvidwg©s 
AvU© gz¤^vB (2008) G cÖ`wk©Z n‡q‡Q| wZwb ÷¨vb‡dvW© 
wek¦we`¨vjq †_‡K mvs¯‹…wZK b„Z‡Ë¡ wcGBPwW m¤úbœ 
K‡ib, Ges eZ©gv‡b BDwbfvwm©wU Ad †ivW AvBj¨v‡Û 
wdj¥/wgwWqv wel‡q mn‡hvMx Aa¨vcK wn‡m‡e Kg©iZ 
Av‡Qb|

eµZzÐ †mvqvnv (2010)
25 wgwbU
1997 mv‡j MYcwZ Drm‡ei †klw`b AwfKzš’K †ev‡¤^i'i 
†PŠcvwV we‡P M‡Y‡ki cÖwZgv wemR©biZ Zuvi GK eÜzi 
wfwWIwPÎ aviY K‡ib| GK eQi ci Zuvi †mB eÜzwU 
AvZ¥nZ¨v K‡ib| 12 eQi ci AwfKzš’K Pjw”PÎwU 
m¤úbœ K‡ib| †mB wfwWIwPÎwU‡K m~Î a‡i Pjw”PÎwU GK 
nviv‡bv eÜzi Rb¨ ¯§iYMv_v|
‡mŠR‡b¨: Avwkm AwfKzš’K 

AvcrKvjxb wÎKvjxKv- `¨ Kvjx Ad 
Ggv‡R©wÝ (2016)
20 wgwb‡Ui Pjw”PÎvsk
mvgvwRK Ges ivR‰bwZK Aw¯’iZvq Hk¦wiK n¯Í‡¶c 
KZUv cwijw¶Z? Awek¦vmx‡`i GB mgmvgwqK we‡k¦ 
†`e-‡`exi f~wgKv ‡Kgb? Zviv hw` g‡Z©¨ bi-bvix iƒ‡cB 
wePiY K‡i, Kxfv‡e Zviv AvaywbK‡Z¡i †Kvjvnj‡K mn¨ 
K‡i? ¯^M©xq †`ex Kvjxi fqven ivRKxq AeZvi‡K †K›`Ö 
K‡i wbwg©Z GB Pjw”PÎwU wPi¯’vqx GB Riæix Ae¯’v wb‡q 
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the majestic incarnations of Goddess Kali and 

her celestial avatars, this film is a metaphysical 

contemplation in times of perpetual 

emergencies.

Courtesy of Ashish Avikunthak. 

KALIGHAT FETISH (1999)
22 minutes

Kalighat Fetish negotiates the duality associated 

with the ceremonial veneration of the Mother 

Goddess Kali - the presiding deity of Calcutta. 

The film explores the subliminal layers of 

consciousness underlying the ritual of Kali 

worship, ruminating on the trans-sexuality of 

the ceremonial performance in which male 

devotees cross-dress as Kali, in an act of 

obsessive devotion.   

Courtesy of Ashish Avikunthak. 

GILLO PONTECORVO 
(1919 – 2006)
Gillo Pontecorvo was an Italian filmmaker a 

dedicated Marxist and a sometime member of 

the Italian Communist Party. His best known 

film La battaglia di Algeri (The Battle of Algiers 

won the Golden Lion at the Venice Film Festival 

in 1966. The film left a great influence with its 

clearly anti-imperialist theme and in his own 

words it was, “a hymn… homage to the people 

who struggle for their independence”. His other 

anti-colonial film was Queimada!  (Burn, 1969) 

set in the Antilles and Ogro (1979) dealing with 

Francoist Spain.

THE BATTLE OF ALGIERS (1966)
121 minutes 

One of the most influential political films 

in history, The Battle of Algiers by Gillo 

Pontecorvo vividly re-creates the key year 

in the Algerian struggle for independence 

Mfxifv‡e fvevq|
‡mŠR‡b¨: Avwkm AwfKzš’K

KvwjNvU †dwUk (1999)
22 wgwbU

KvwjNvU †dwUk mv‡eK K¨vjKvUvi (eZ©gvb KjKvZvi) 
Kvjxcy‡Rv‡Z dz‡U IVv Kvjxi Pwi‡Îi ˆØZZv wb‡q K_v 
e‡j| QwewU‡Z Kvjxi Dcvmbvi wewfbœ Ava¨vwZ¥K ¯Íi 
wb‡q, Kxfv‡e wj½‡f` fz‡j f³iv Kvjx †m‡R Kvjxi 
Dcvmbv K‡i Zv †ivgš’b Kiv n‡q‡Q|
‡mŠR‡b¨: Avwkm AwfKzš’K

wR‡jøv c‡›UK‡f©v
(1919-2006)
wR‡jøv c‡›UK‡f©v wQ‡jb GKRb BZvwjq Pjw”PÎwbg©vZv, 
GKRb wb‡ew`Z gv·©ev`x Ges BZvjxq KwgDwb÷ cvwU©i 
GKRb AwbqwgZ m`m¨| Zuvi me‡P‡q weL¨vZ Qwe jv 
evZvwjqv w` Avj‡Rwi (`¨ e¨vUj Ad AvjwRqvm©) 1966 
†Z †fwbm wdj¥ †dw÷fv‡j †Mv‡ìb jvqb czi¯‹vi jvf 
K‡i| QwewUi my¯úó mvgªvR¨ev`we‡ivax w_g †ek mvov 
†d‡j w`‡qwQ‡jv| QwewU wQ‡jv Zuvi fvlvq, ÒGK Dcmb-
vmsMxZ...¯^vaxbZv msMÖvgx gvbyl‡`i cÖwZ GKwU AÄwjÓ| 
K¨vwiexq `xccy‡Ä wbwg©Z ‡KBgv`v! (evb©, 1969) Ges 
dªv‡¼vi kvmbvaxb †¯úBb wb‡q wbwg©Z AM‡iv (1979) 
Zuvi AviI `ywU Jcwb‡ewkKwe‡ivax Pjw”PÎ|

`¨ e¨vUj Ad AvjwRqvm© (1966)
121 wgwbU
BwZnv‡mi Ab¨Zg mvov RvMv‡bv ivR‰bwZK Pjw”PÎ 
wR‡jøv c‡›UK‡f©v'i `¨ e¨vUj Ad AvjwRqv‡m© 1950 Gi 
`k‡K dªv‡Ýi KvQ †_‡K Avj‡Rwiqvi ¯^vaxbZvi msMÖvg‡K 
wPwÎZ Kiv n‡q‡Q| mviv c„w_exRz‡o wewfbœ ¯^vaxbZv 
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from France in the 1950s. The film became 

a touchstone for numerous independence 

movements worldwide, and was radical in its 

depiction of terrorism and guerrilla tactics.

Courtesy of Gillo Pontecorvo and Casbah 

Entertainment. 

GOSHKA MACUGA 
(1967)
Goshka Macuga is an interdisciplinary artist 

working across a variety of media, including 

sculpture, installation, photography, architecture 

and design. She performs a robust mode of 

institutional critique, destabilising processes 

of meaning-making and generations of value 

by appropriating into the context of her work 

archival and artistic materials from popular 

culture, history and museum collections. 

Her recent solo exhibitions include: Time as 

Fabric, New Museum, New York (2016); To the 

Son of Man Who Ate the Scroll, Fondazione 

Prada, Milan (2016); Exhibit A, Museum of 

Contemporary Art, Chicago (2012).  She 

has participated in many group exhibitions, 

including: Öğüt & Macuga Episode 1, Witte de 

With, Rotterdam (2017); the 8th Berlin Biennale 

(2014); Documenta 13, Kassel (2013). She was 

nominated for the Turner Prize in 2008.

THE ALIEN INSIDE ME (2015)
30 minutes 

In her research for her exhibition at Fondazione 

Prada, Macuga wrote a performance featuring 

an alien visiting earth after humanity’s 

extinction. Intrigued by Immanuel Kant’s 

longstanding interest in the existence of aliens, 

Macuga uses this as a starting point to create a 

comic scene derived from an alien’s research. 

The Alien Inside Me raises philosophical 

questions regarding our existence and the 

Av‡›`vj‡b QwewU g‚jg‡š¿ cwiYZ nq, Ges Rw½ev` I 
†Mwijv Kvh©µg m¤ú‡K© mg‡qi wecixZ GK gZev` 
cÖKvk K‡i|
‡mŠR‡b¨: wR‡jøv c‡›UK‡f©v Ges Kvmev G›Uvi‡UBb‡g›U 

‡MvkKv gvKzMv 
(1967-)
‡MvkKv gvKzMv fv®‹h©, Bb÷‡jkb, Av‡jvKwPÎ, ¯’vcZ¨ 
Ges wWRvBbmn †ekwKQz gva¨g wb‡q KvR Kiv GKRb 
eûgyLx wkíx| wZwb cc KvjPvi, BwZnvm, Rv`yN‡ii 
msMÖn e¨envi K‡i cÖvwZôvwbKZv, A_©evPKZv Ges 
cÖR‡b¥i g‚j¨‡eva‡K cÖkœwe× K‡ib| Zuvi mv¤cÖwZK GKK 
cÖ`k©bxi g‡a¨ Av‡Q: UvBg GR d¨vweªK, wbD wgDwRqvg, 
wbDBqK© (2016); Uz `¨ mb Ad g¨vb û Avi `¨ †¯Œvj, 
dÛvwRIb cÖvWv, wgjvb (2016); Gw·weU G, wgDwRqvg 
Ad K‡›U‡¤úvivwi AvU©, wkKv‡Mv (2012)| GQvovI 
wZwb †ekwKQz `jxq cÖ`k©bx‡Z AskMÖnY K‡iQb, †hgb: 
I¸U G¨vÛ gvKzMv Gwc‡mvW 1, DB‡Æ †W DB_, iUviWvg 
(2017); 8g evwj©b we‡qbv‡j (2014); WKz‡g›Uv 13, 
Kv‡mj (2013)| wZwb 2008 G Uvb©vi cÖvB‡Ri Rb¨ 
g‡bvbxZ nb|
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possibility of verifying our knowledge and 

experience of the world. 

Courtesy of Goshka Macuga and Fiorucci Art 

Trust.

PREPARATORY NOTES (2014)
51 minutes

Preparatory Notes was a collaboration with 

curator Dieter Roelstraete, after Macuga 

encountered the script for Hamburg 

Conversations on Art: Hamburg Comedy 

during research into art historian Aby Warburg. 

Macuga became interested in reinterpreting 

the piece, translating it to a contemporary 

context. Occupying a space between film and 

sculpture, the piece interrogates the idea of the 

contemporary and the politics surrounding it.

Courtesy Goshka Macuga.

LALA RUKH 
(1948 – 2017)
Lala Rukh was a prominent Pakistani Women’s 

rights activist and minimalist artist. Rukh’s 

artistic pieces ranged from political collages 

and posters to meditative, austere drawings. 

Her artistic journey often represented her 

political beliefs and she used it as a medium to 

spread her beliefs about feminism. She was a 

founding member of the Women’s Action Forum 

(WAF) and used this group as well as others to 

unite and empower women in Pakistan. 

RUPAK (2016) 

7 minutes, Digital animation, sound

Rupak is an installation of drawing, sound 

and animation, which takes the form of a 

monumental denouement of every strand of 

thought that passed through her drawings, 

photographs, videos and sound pieces. 

Courtesy of Lala Rukh and Grey Noise Gallery, 

special thanks to Qasim Ahmad and Saleh 

Samee.

wcÖcv‡iUwi †bvUm (2014)
51 wgwbU
wcÖcv‡iUwi †bvUm wQ‡jv wKD‡iUi wW‡q‡Ui †iv‡qj‡÷Ö-
BU I gvKzMvi GKwU †hŠ_ cÖ‡qvRbv| gvKzMv n¨v¤^yM© 
Kbfv‡m©kÝ Ab AvU©: n¨v¤^vM© K‡gwWi wkí HwZnvwmK 
G¨vwe Iqviev‡Mi© wjwLZ w¯ŒÞ wb‡q M‡elYvi ci GwU 
wbg©vY K‡ib| M‡elYvi ci gvKzMv †jLvwU‡K mgmvgwqK 
fvlvq cÖvmw½KZv `v‡b AvMÖnx nb| Pjw”PÎ Ges fv®‹‡h©i 
gvSvgvwS GKwU ¯’vb AwaKvi K‡i mgmvgwqKZv Ges 
Zv‡K †K›`Ö K‡i †h ivRbxwZ M‡o D‡V‡Q Zv‡K cÖkœwe× 
K‡i| 
‡mŠR‡b¨:†MvkKv gvKzMv 

jvjv iæL
(1948-2017)
jvjv iæL wQ‡jb GKRb wewkó cvwK¯Ívwb bvix AwaKvi 
Kg©x Ges wgwbgvwj÷ wkíx| Zuvi wkíKg©¸‡jvi g‡a¨ 
Av‡Q ivR‰bwZK †KvjvR †_‡K ïiæ K‡i Abvo¤^i 
fveMv¤¢xh©c‚Y© me Qwe| cÖvqkB Zuvi AuvKv Qwe¸‡jv‡Z Zuvi 
ivR‰bwZK gZv`k© dz‡U DV‡Zv Ges wZwb wkí e¨envi 
K‡i bvixev` m¤ú‡K© Zvui wbR¯^ gZev` cÖPvi K‡i‡Qb| 
wZwb wQ‡jb I‡gb’m G¨vKkb †dvivg (WweøDGGd) Gi 
GKRb cÖwZôvZv m`m¨ Ges GB `jmn AviI wKQz 
msMV‡bi gva¨‡g cvwK¯Ív‡bi bvixi ¶gZvq‡bi Rb¨ KvR 
K‡i‡Qb|

iƒcK (2016)
7 wgwbU, wWwRUvj G¨vwb‡gkb, mvDÛ
jvjv iæL (1948-2017) wQ‡jb GKRb wewkó cvwK¯Ívwb 
bvix AwaKvi Kg©x Ges wgwbgvwj÷ wkíx| iƒcK nj 
WªBs, mvDÛ Ges Bb÷‡jk‡bi mgš^‡q wbwg©Z GKwU 
Bb÷‡jkb, hv Zuvi mKj AuvKv Qwe, Av‡jvKwPÎ, wfwWI 
Ges mvD‡Ûi LÐvs‡k cÖKvwkZ me fvebvi †kl A‡¼i 
iƒ‡c AeZxY© n‡q‡Q| 
‡mŠR‡b¨: jvjv iæL Ges †MÖ b‡qR M¨vjvwi, we‡kl K…
ZÁZv Kvwmg Avngv` Ges mv‡jn mvgx‡K
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LARRY ACHIAMPONG AND DAVID 
BLANDY 
Larry Achiampong (1984) is a British-Ghanaian 

artist and film director who works on both solo 

and collaborative projects, in which he employs 

aural and visual archives sometimes even live 

performances, to explore ideas surrounding 

class, cross cultural and post-digital identity. 

Achiampong cloosely collaborated with David 

Blandy. Their works are typically film based and 

they examine the politics of race, racism and 

post-colonialism.  

David Blandy (1976) is a British artist that 

produces videos that challenge people’s 

perception of what he views as a problematic 

relationship with popular culture and the 

tension between fantasy and reality in every-

day life. Blandy frequently collaborated 

with Larry Achiampong. Larry and David’s 

collaborative works are typically film based and 

they examine the politics of race, racism and 

post-colonialism.  

FINDING FANON, PARTS 1-3 
(2015) 
15 minutes, 9 minutes, and 14 minutes 

respectively

In Finding Fanon, two artists negotiate Fanon’s 

ideas, examining the politics of race, racism and 

the post-colonial, and how these societal issues 

affect their relationship. Their conflict is played 

out through a script that melds found texts and 

personal testimony, transposing their drama to 

a junkyard houseboat at an unspecified time in 

the future.

Courtesy of the artists. Supported by Arts 

Council England and Wysing Arts Centre, and 

part-commissioned by Brighton Digital Festival

j¨vwi G¨vwPqv¤ús Ges †WwfW eø¨vwÛ
j¨vwi G¨vwPqv¤ús (1984-) GKRb Nvbvi es‡kv™¢‚Z e„wUk 
wkíx Ges Pjw”PÎ cwiPvjK whwb GKK Ges mw¤§wjZ 
Dfq cÖK‡íB KvR K‡ib| †mm‡e wZwb `„k¨gvb Ges 
kÖeYxq AvK©vB‡fi gva¨‡g, Ges KL‡bv KL‡bv jvBf 
cvidi‡g‡Ýi mvnv‡h¨ †kÖYx, AvšÍtms¯‹…wZ Ges cÖvK-wW-
wRUvj cwiPq‡K Zz‡j a‡ib| G¨vwPqv¤ús wbweofv‡e 
†WwfW eø¨vwÛ'i mv‡_ KvR K‡i‡Qb| Zuv‡`i KvR¸‡jv 
g~jZ Pjw”PÎ wbf©i, Ges †m¸‡jv e‡Y©i ivRbxwZ, eY©ev`, 
Ges DËi-Jcwb‡ewkKev`‡K LwZ‡q †`‡L|
‡WwfW eø¨vwÛ (1976-) GKRb e…wUk wkíx, Zuvi wfw-
WI¸‡jv mvavib ‰`bw›`b Rxe‡bi Kíbv I ev¯ÍeZvi 
Uvbv‡cv‡ob Ges ccyjvi KvjPv‡ii g‡a¨Kvi AwbwðZ 
m¤ú‡Ki© (wkíxi g‡Z) gvby‡li Dcjwä‡K cÖkœwe× K‡i| 
wZwb cÖvqB j¨vwi G¨vwPqv¤ús mv‡_ KvR K‡i‡Qb| j¨vwi 
Ges †Wwf‡Wi mw¤§wjZ KvR¸‡jv g~jZ Pjw”PÎ wbf©i, 
Ges †m¸‡jv e‡Y©i ivRbxwZ, eY©ev`, Ges DËi-Jcw-
b‡ewkKev`‡K LwZ‡q †`‡L|

 dvBwÛs dv‡bv 1-3 (2015)
h_vµ‡g 15 wgwbU, 9 wgwbU, Ges 14 wgwbU
dvBwÛs dv‡bv‡Z, `yB wkíx dv‡bvÕi wPšÍv wb‡q GK 
cÖKv‡ii ga¨¯’Zv K‡ib,  e‡Y©i ivRbxwZ, eY©ev`, Ges 
DËi-Jcwb‡ewkKev` Ges GB mvgvwRK mgm¨v¸‡jv 
Zv‡`I m¤úK©‡K cÖfvweZ K‡i-Zv LwZ‡q †`Lvi ga¨ 
w`‡q| Zv‡`i Ø›Ø m¤ú~Y© w¯ŒÞ Ry‡oB †`Lv hvq, ‡hLv‡b 
GK‡Î Lyu‡R cvIqv hvq †jLv‡RvKv Avi e¨w³MZ 
¯^xKv‡ivw³, fwel¨‡Zi GK ARvbv mg‡q GK fvOv‡Pviv 
eRivq Zv‡`i GB AwZ bvUwKqZv cÿvšÍ‡ii ga¨ w`‡q|
‡mŠR‡b¨: wkíxØq| AvU©m KvDwÝj Bsj¨vÛ Ges IqvBwRs 
AvU© †m›Uv‡ii c…ô‡cvlKZvq Ges eÖvBUb wWwRUvj 
†dw÷fv‡ji Abz‡gv`‡b|
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LINDSAY KEMP 
(1938)
British-born theatre practitioner, Lindsay 

Kemp was a pioneer of queer theatre, whose 

work absorbed genres from mime to Japanese 

kabuki. His seminal works, Pierrot in Turquoise, 

Flowers (based on Jean Genet’s Our Lady of 

the Flowers), Salome and Midsummer Night’s 

Dream influenced a generation of artist. He 

collaborated with David Bowie on Ziggy 

Stardust (1972), Derek Jarman in Sebastiane 

(1976) and Jubilee (1977).

ONNAGATA (1997)
9-minute excerpt, Video documentation of live 

performance

Onnagata pays homage to the profound 

influence of Japanese Noh theatre upon 

Lindsay Kemp’s life and work. Kemp is credited 

as one of the premier mime artists of his 

generation, responsible for introducing a 

whole generation of artists, famously including 

David Bowie, to the potential of expressive 

performance without words. 

Courtesy of Lindsay Kemp.

FLOWERS (1982)
20 minutes excerpt, Video documentation of live 

performance

In Flowers (premiered 1974), Kemp interprets 

Genet’s novel ‘Our Lady of the Flowers’. With 

Kemp playing the central role of Divine, a 

transvestite living in a world of whores and 

angels, prisons and sexual fantasies, Genet’s 

verbal violence and poetry is transformed into 

music and gesture.

Courtesy of Lindsay Kemp

wjÛ‡m †K¤ú
(1938-)
e„wUk esk™¢‚Z bvU¨Kg©x wjÛ‡m †K¤ú  wQ‡jb KzBqvi 
w_‡qUv‡ii AMÖ`‚Z, hvi KvR¸‡jvi g‡a¨ g~Kvwfbq †_‡K 
ïiæ K‡i Rvcvbx KveywK bvUK ch©šÍ mewKQy wQj|  Zuvi 
kw³gvb KvR¸‡jvi g‡a¨ Av‡Q wcqv‡iv Bb UviKzwqR, 
d¬vIqvm© (wRb †R‡b‡Ui Dcb¨vm AvIqvi †jBwW Ad 
`¨ d¬vIqvm© Aej¤^‡b), mv‡jvwg Ges wgWmvgvi bvBU'm 
wWÖg, †h¸‡jv GK cÖR‡b¥i wkíx‡`i AbzcÖvwYZ K‡i‡Q| 
wZwb †WwfW evIwq'i mv‡_ wRwM ÷vW©v÷ (1972), 
†W‡iK Rvig¨v‡bi mv‡_ wmevw¯Í‡qb (1976), Ges Rzwewj 
(1977) mw¤§wjZfv‡e wbg©vY K‡ib|

IbvMvZv (1997)
9 wgwb‡Ui Pjw”PÎvsk, jvBf cvidi‡g‡Ýi M„nxZ 
wfwWIwPÎ|
IbvMvZv-q wjÛ‡m ‡K‡¤úi Rxeb Ges K‡g©i Dci Rvcvw-
bR ‡bv w_‡qUv‡ii cÖfve‡K Zz‡j aiv n‡q‡Q| ‡K¤ú‡K 
Zuvi cÖR‡b¥i cÖ_g mvwii g~Kvwf‡bZv wn‡m‡e K…wZZ¡ ‡`qv 
nq, whwb GKSuvK bZzb cÖR‡b¥i Awfbqwkíx‡`i my‡hvM 
K‡i w`‡qwQ‡jb| wZwb ‡WwfW evIDwq‡K mv‡_ wb‡q webv 
k‡ã ïay cvid‡g©‡Ýi gva¨‡g fve cÖKv‡ki Z_v g~Kvwf-
b‡qi KvR¸‡jvi Rb¨ weL¨vZ n‡q Av‡Qb|
‡mŠR‡b¨: wjÛ‡m ‡K¤ú 

d¬vIqvm© (1982)
20 wgwb‡Ui Pjw”PÎvsk, jvBf cvidi‡g‡Ýi M„nxZ 
wfwWIwPÎ|
d¬vIqvm©-G ‡K¤ú ‡R‡b‡Ui Dcb¨vm 'AvIqvi ‡jBwW 
Ad `¨ d¬vIqvm©'-‡K wPwÎZ K‡i‡Qb| ‡K‡›Ui Awfb‡q 
RxešÍ n‡q D‡V‡Q Dcb¨v‡mi gyL¨ PwiÎ wWfvBb, cyiæ‡li 
‡cvkv‡K GK bvix ‡h evm K‡i cwZZv, ‡`e`~Z, KvivMvi 
Ges ‡hŠb Kíbvi RM‡Z| ‡R‡b‡Ui kvwãK/ev‡K¨i mwns-
mZv Avi KweZv cwiYZ n‡q‡Q msMxZ I Bw½‡Z|
‡mŠR‡b¨: wjÛ‡m ‡K¤ú 
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MIKHAIL KALATOZOV 
(1903 – 1973)
Born in Tiflis, Kalatozov dreamed of being a 

director. He began in 1923 and in 1930 published 

his debut film, Jim Shaunte which was a 

resounding success. In 1937, Kalatozov finished 

his traineeship at the Art Studies Academy in 

Saint Petersburg before becoming entwined in 

Soviet discourse. 

SOY CUBA (I AM CUBA) (1964)
Soy Cuba (I am Cuba) presents a palimpsestic 

account of four victims of Imperialist 

dominance. However, aesthetics take hold 

through the 9.8mm lens as Cuba becomes 

distorted by flat images and unsuspecting 

angles. Originally a forgotten charm, Soy Cuba 

is revered as a key film in the history of the 

USSR – with Cuba as object of ideology. 

Courtesy of Mikhail Kalatozov

OUSMANE SEMBÈNE 
(1923 – 2007)
One of the first African auteurs, Senegalese 

director Ousmane Sembène is often known as 

the “father of African film”. His work is divisive 

and steeped in activism as he portrays Africa 

as a post-colonial struggling with and against 

its history. His powerful and liberating work 

touches many facets of African existence and 

thus has international and local appeal. 

XALA (1975)
123 minutes

Sembène’s seminal piece, Xala discusses the 

difficulties of ‘modernisation’ in post-colonial 

Senegal. Xala (impotence) explores the 

contesting roles of masculinity and femininity, 

traditionalism and modernism, spirituality 

and relativism in a world scarred by their 
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oppressors. Political figures are reduced to 

invalids and wives to divorcees in this Africa 

of uncertainty. The questions raised by Xala 

are difficult. What of the future of Africa after 

it is free? Can the rebels rule unlike their 

colonisers? Or is greed inherent?

Courtesy of Ousmane Sembène.

REZA ABDOH 
(1963 – 1995)
Reza Abdoh was an Iranian-born American 

director, and playwright, founder of the theatre 

ensemble Dar a Luz, known for large-scale, site-

specific experimental theatrical productions. 

His work often confronted issues such as race, 

class, and the AIDS crisis. He belonged to 

the next generation of Iranian theatre-makers 

influenced by the Festival of Arts. He died from 

AIDS in New York in 1995.

THE HIP-HOP WALTZ OF 
EURYDICE (1990)
18 minutes, video directed by Reza Abdoh, 

filmed and edited by Adam Soch.

The Hip-Hop Waltz of Eurydice (1990)

20 minute excerpt, performance directed 

by Reza Abdoh, video documentation of live 

performance presented at Los Angeles Theatre 

Center. In this piece, Abdoh adapts the myth of 

Orpheus and Eurydice. At the time labelled “a 

gut reaction to systemic repression and erosion 

of freedom”, it the director’s first production to 

be presented outside of the US. Words are only 

one element in a text made equally of image 

and movement.

Courtesy of Reza Abdoh and Adam Soch.

‡iRv Av‡ãvn
(1963 - 1995)
‡iRv Av‡ãvn GKRb Bivbx es‡kv™¢~Z gvwK©b cwiPvjK 
Ges bvU¨Kvi wQ‡jb| wZwb wQ‡jb w_‡qUvi Abm¤^j 
`vi Av jyR- Gi cÖwZôvZv| wZwb eogv‡ci, mvBU-
‡¯úwmwdK wbix¶vg~jK bvU¨ cÖ‡hvRbvi Rb¨ mycwiwPZ 
wQ‡jb| cÖvqkB Zuvi KvR¸‡jv eY©, ‡kÖYx, Ges GBWm 
msK‡Ui gZ welqvw`‡K Zz‡j ai‡Zv| wZwb wQ‡jb Biv‡bi 
‡dw÷fvj Ad AvU©m Øviv DØy× Bivbx bvU¨-cÖ‡hvRK‡`i 
cieZ©x cÖR‡b¥i GKRb| 1995 mv‡j wbDBq‡K© wZwb 
GBW‡m gviv hvb|

`¨ wncnc IqvëR Ad BDwiWvBm 
(1990)
20 wgwb‡Ui Pjw”PÎvsk, cvidi‡gÝ cwiPvjbvq ‡iRv 
Av‡ãvn, jm G¨v‡Ä‡jm w_‡qUvi ‡m›Uv‡i cwi‡ewkZ 
jvBf cvidi‡gÝ ‡_‡K GB cvidi‡g‡Ý Av‡ãvn 
Awd©Dm I BDwiWvB‡mi Kvwnbxi iƒcvšÍi NwU‡q‡Qb| 
‡mB mgq ÔwbqgZvwš¿K Ae`gb I ¯^vaxbZvi wejxb n‡q 
hvIqvi ¯^qswµq cÖwZwµqvÕ kxl©K GB cwi‡ekbvwU wQj 
Av‡gwiKvi evB‡i GB cwiPvj‡Ki cÖ_g cwi‡ekbv| 
‡mŠR‡b¨: ‡iRv Av‡ãvn Ges G¨vWvg ‡mvL |



185

TIGHT RIGHT WHITE (1993)
14 minutes, directed by Reza Abdoh, filmed and 

edited by Adam Soch.

Two narratives that run through Tight Right 

White; Abdoh’s adaptation of the novel and 

blax-ploitation movie Mandingo, and as series 

of interactions between Blaster, a teenage black 

junkie and drug dealer, and Moishe Pipik, an 

MC made-up as an anti-Semitic stereotype. 

Abdoh called the production “a cross between 

a Minstrel Show and a Borscht Belt night club 

act.”

Courtesy of Reza Abdoh and Adam Soch

Hip-Hop Waltz of Eurydice.  Reza Abdoh (director) 1990.  Courtesy of Reza Abdoh and Adam 

Soch.  

ROBERT WILSON 
(1941)
Robert Wilson is an American experimental 

theatre director and playwright. In 1972, at the 

age of 30, Wilson was commissioned at the 

Festival of Arts to create KA MOUNTAIN & 

GUARDenia TERRACE, a 168-hour play without 

interruption, marking the beginnings of his 

epic pieces. In 1974, he presented his piece A 

UvBU ivBU ‡nvqvBU (1993)
14 wgwbU, cwiPvjbvq ‡iRv Av‡ãvn, wPÎvqb Ges 
m¤úv`bv K‡i‡Qb G¨vWvg ‡mvL 
UvBU ivBU ‡nvqvBU QweUv Ry‡o `y‡Uv weeiYx cvIqv hvq| 
GK nj Av‡ãvn'i gZ K‡i gvwÛ‡½v Dcb¨vmwU Ges GKB 
bv‡gi K…òv½‡`i Rb¨ wbwg©Z Pjw”P‡Îi iƒcvqb, Ges 
Av‡iKwU nj eøv÷vi bvgK K…òv½ GK wK‡kvi gv`K‡mex 
I gv`Ke¨emvqx Ges gB‡k wcwcK bv‡g GKRb MocoZv 
‡mwgwUK we‡ivax Dc¯’vc‡Ki gv‡S Pjgvb wg_w®Œqv| 
Av‡ãvn Zvi GB cÖ‡hvRbv‡K "K…òv½we‡ivax ‡KŠZzKvwfbq 
Ges eªkU ‡eë bvBUK¬v‡ei cwi‡ekbvi GK wg‡kj" e‡j 
AvL¨vwqZ K‡i‡Qb|
‡mŠR‡b¨: ‡iRv Av‡ãvn Ges G¨vWvg ‡mvL
 

ievU© DBjmb
(1941-)
ievU© DBjmb GKRb gvwK©b wbix¶vag©x bvU¨ cwiPvjK 
Ges bvU¨Kvi|  1972 G 30 eQi eq‡m wZwb ‡dw÷fvj 
Ad AvU©‡m Kv gvD‡›UBb G¨vÛ Mv‡W©wbqv ‡U‡im bv‡g 
Uvbv 168 N›Uvi GKwU weiwZnxb bvUK cwiPvjbvi `vwqZ¡ 
cvb, hv ‡_‡K ïiæ nq Zuvi ¯§iYxq KvR¸‡jvi m„wó| 
1974 mv‡j wZwb Zuvi ÔG g¨vW g¨vb, G g¨vW Rvqv›U, G 
g¨vW WM...Õ ‡dw÷fv‡j cwi‡ekb K‡ib| wZwb wdwjc 
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Mad Man, A Mad Giant, A Mad Dog... at the 

Festival. He has collaborated extensively with 

artists including: with Philip Glass, William S. 

Burroughs, Allen Ginsberg, Lou Reed, Tom 

Waits, Laurie Anderson and Marina Abramović.

KA MOUNTAIN AND GARDenia 
TERRACE (1972)
30 minutes excerpt

KA MOUNTAIN… was a site-specific 

commission created for the Festival of Arts, 

Shiraz-Persepolis. Overture to KA MOUNTAIN… 

took place in a 19th century house and garden 

and the main performance lasted for a week, 

from midnight on 2 September to midnight 8 

September 1972). It progressed extremely slowly 

ascending the mountain, until it reached the 

summit. The performance involved over five 

hundred characters including animals, some of 

which were cardboard cut-outs. 

Courtesy of Byrd Hoffman Water Mill 

Foundation

ROSE ENGLISH 
(1950) 
Rose English is a British artist who works 

in performance, installation, theatre, dance 

and film. She has a reputation for creating 

humorous, highly analytical performances 

and was an active member of Britain’s vibrant 

feminist scene of the 1970s. For over four 

decades she has collaborated with a diversity 

of artists including musicians, dancers, 

circus performers, magicians and horses to 

create her ground-breaking performances 

including Quadrille, The Double Wedding and 

Ornamental Happiness.

Møvm, DBwjqvg Gm. ev‡iŠR, G¨v‡jb wMÝevM©, jy¨ wiW, 
Ug I‡qBUm, jwi G¨vÛvimb Ges gvwibv Aveªv‡gvwfP mn 
AviI A‡bK wkíxi mv‡_ wewfbœ mg‡q KvR K‡i‡Qb|

Kv gvD‡›UBb G¨vÛ Mv‡W©wbqv ‡U‡im 
(1972)
30 wgwb‡Ui Pjw”PÎvsk
Kv gvD‡›UBb... wQ‡jv ‡dw÷fvj Ad AvU©m, wmi-
vR-cv‡m©‡cvwj‡mi Rb¨ MwVZ GKwU mvBU-‡¯úwmwdK 
Kwgkb| Kv gvD‡›UBb... Gi Avi¤¢Uv n‡qwQ‡jv 19 
kZ‡Ki GKwU evMvbevwo‡Z Ges cwi‡ekbvwU 1972 Gi 
2 ‡m‡Þ¤^i ga¨ivZ ‡_‡K 8 ‡m‡Þ¤^i ga¨ivZ ch©šÍ GK 
mßvn hveZ P‡jwQ‡jv| Lye ax‡i ax‡i AMÖmi n‡q GUv 
K¬vBg¨v‡· ‡cuŠ‡QwQ‡jv| cwi‡ekbvwU‡Z cïcvwL mn cu-
vPk’iI ‡ewk PwiÎ wQ‡jv, ‡h¸‡jvi ‡Kvb ‡KvbUv KvW©‡evW© 
‡K‡U evbv‡bv n‡qwQ‡jv|

‡ivR Bswjk
(1950-)
‡ivR Bswjk GKRb e„wUk wkíx whwb cwi‡ekbv, 
Bb÷‡jkb, w_‡qUvi, b„Z¨ Ges Pjw”P‡Î KvR K‡ib| 
nvm¨imvZ¥K Ges AZ¨šÍ we‡kølYvZ¥K cwi‡ekbvi Rb¨ 
Zuvi L¨vwZ i‡q‡Q, Ges wZwb 1970 Gi `k‡K e„‡U‡bi 
bvix RvMi‡YiI GKRb Ab¨Zg mwµq Kg©x wQ‡jb| Pvi 
`k‡KiI ‡ewk mgq a‡i wZwb msMxZwkíx, b„Z¨wkíx, 
mvK©v‡mi Kg©x, Rv`yKi Ges ‡NvomIqvi mn wewfbœ avivi 
wkíxi mv‡_ KvR K‡i‡Qb Ges ‰Zwi K‡i‡Qb ‡Kvqvw-
Wªj, `¨ Wvej I‡qwWs Ges Ab©v‡g›Uvj n¨vwc‡b‡mi gZ 
Amvgvb¨ m„wó|
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ORNAMENTAL HAPPINESS (2006)
Excerpt 25 minutes, performance 

documentation, single channel video 

Ornamental Happiness is a manifestation of 

Rose English’s ongoing project Lost in Music, 

tracing the reciprocities of glass, singing, 

fire, flying and acrobatics. This vignette 

was presented at the Liverpool Biennial of 

Contemporary Art in 2006: ‘Take your seat 

inside a small but perfectly formed jewel box. In 

this crystalline salon setting, seven consummate 

performers lift a shimmering vessel brimming 

with all the promise of the sublime to YOU - the 

celebrants. And then another, and another! 

Drink it in! Luke Stoneham’s fearless shards 

of sound issue full blown from singers and 

percussion alone, invoking a transparent filigree 

of perfect form to complement two Chinese 

contortionists from the Zhejiang Acrobatic 

Troupe rapt in their own unwavering embrace. 

Here songs solidify, and objects sing, gravity is 

reversed, and you too will be transformed.’ 

Courtesy of Rose English, Liverpool Biennial of 

Contemporary Art, Unity Theatre and London 

Arts Projects Ltd. 

ROSE FINN-KELCEY
(1945 – 2014)
Acclaimed and influential British artist Rose 

Finn-Kelcey first came to prominence in the 

early 1970s as a central figure in Performance 

and Feminist art. Finn-Kelcey’s work focuses on 

explorations of power, performance, political 

commentary, and perceptions of the self, belief 

and spirituality.

GLORY (1984)
20 minutes 

Finn-Kelcey acts as both animator and 

controller of 100 surrogate performers arranged 

b©v‡g›Uvj n¨vwc‡bm (2006)
25 wgwb‡Ui Pjw”PÎvsk, cwi‡ekbvi wPÎvqb, GK P¨v‡b-
jwewkó wfwWI
Ab©v‡g›Uvj wgDwRK ‡ivR Bswj‡ki Pjgvb cÖKí j÷ 
Bb wgDwR‡Ki GKwU iƒc, hv‡Z Zz‡j aiv n‡q‡Q KvuP, 
Mvb MvIqv, Av¸b, DÇqb Ges kvixwiK Kmi‡Zi 
wµqv-cÖwZwµqv| GB cwi‡ekbvwU wjfvicyj we‡qwbqvj 
Ad K‡›U‡¤úvivwi Av‡U© 2006 ‡Z cwi‡ewkZ n‡qwQ‡jv| 
Ò‡QvÆ wKš‘ myMwVZ GK Mqbvi ev‡·i ‡fZ‡i Avmb 
MÖnY Kiæb| ùwUK¯^”Q GB ‰eVKLvbvq mvZRb `¶ 
Awf‡bZv ‡kÖô‡Z¡i cÖwZkÖæwZ‡Z UBUy¤^yi GK R¡jR¡‡j 
cvÎ ‡Zvgv‡`i- cy‡ivwnZ‡`i mvg‡b Zz‡j a‡i| Ges 
Zvici GKwU, Ges AviI GKwU! cvb K‡i bvI! jy¨K 
‡÷vbn¨v‡gi MvqK Ges Zvjhš¿x‡`i ‡f‡m Avmv wbf©xK 
ev‡`¨i  UyK‡iv ‡hb ey‡b P‡j GK ¯^”Q Zv‡ii eybb hvi 
gv‡S axifv‡e Rwo‡q hvq wSR¨vs kvwiixK Kmi‡Zi 
Uªy‡ci `yRb Pxbv µxovwe‡`i wef½ we‡bv`b | GLv‡b Mvb 
cwiYZ nq e¯Íy‡Z/RgvU evu‡a, e¯‘iv Mvb Mvq, gva¨vKl©Y 
D‡ë hvq, Ges AvcwbI cv‡ë hv‡eb|Ó
‡mŠR‡b¨: ‡ivR Bswjk, wjfvicyj we‡qwbqvj Ad K‡›U-
v‡¤úvivwi AvU©, BDwbwU w_‡qUvi I jÛb AvU©m cÖ‡R± 
wjwg‡UW|

‡ivR wdb-‡Kjwm
(1945-2014)
L¨vwZgvb Ges cÖfvekvjx e„wUk wkíx ‡ivR wdb-‡Kjwm 
1970 Gi `k‡K cvidi‡gÝ Ges ‡dwgwb÷ Av‡U©i 
‡K›`ªxq e¨w³Z¡ wn‡m‡e cÖ_g AvZ¥cÖKvk K‡ib| wdb-‡K-
jwm’i KvR¸‡jv kw³, cwi‡ekbv, ivR‰bwZK gZvgZ, 
AvZ¥‡eva Ges Ava¨vwZ¥KZv ‡Kw›`ªK|

‡Møvvwi (1984)
20 wgwbU 
GK wekvj ‡Uwe‡j 100 cÖwZwbwa cvidigv‡ii PvjK 
Ges wbqš¿K Df‡qiB `vwqZ¡ cvjb K‡ib wdb-‡Kmwj| 
dKj¨vÛm hy× (1982)-’i Rev‡e wbwg©Z GB cwi‡ekbvq 
wkíx GKRb cv‡cwUqv‡ii f~wgKvq AeZxY© nb, KvW©‡evW© 
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on a large table. Conceived as a personal 

response to the Falklands War (1982), the artist 

takes on the role of puppeteer, commanding 

various cardboard cut-out generals, dictators, 

political leaders and weapons with a rake, 

mimicking the actions of the battlefield planner 

or casino croupier.

Courtesy of Art Council Collection and The 

Estate of Rose Finn-Kelcey.

SERGEI PARAJANOV
(1924 – 1990)
Sergei Parajanov was a Soviet film director 

of Armenian descent who made a substantial 

contribution to Soviet 

cinematography 

through Ukrainian, 

Armenian and Georgian 

cinema. He pioneered 

his own cinematic style 

by stepping out of the 

boundaries of socialist 

realism, which was the 

only sanctioned art 

style with in the USSR. 

This alongside his 

controversial lifestyle meant he was persecuted 

and many of his films projects were regularly 

banned from 1965 to 1973 by Soviet authorities. 

His banned film Colour of Pomegranates (1969) 

found a route to the Festival of Arts, where it 

was premiered and subsequently smuggled to 

Paris.

 

THE COLOUR OF 
POMEGRANATES 
(1969)
78 minutes

The Colour of Pomegranates is based in 

part on the life of the 18th-century Armenian 

‡K‡U evbv‡bv ‡mbvcwZ, GKbvqK, ivR‰bwZK ‡bZv‡`i 
ûKzg Kivi gZ K‡i Ges `všÍvj †iu`v w`‡q A¯¿m¯¿ 
evwb‡q, K¨vwm‡bvi µzwcqvi wKsev hy×‡ÿÎ cwiKí‡Ki 
Kvh©Kjvc‡K e¨v½v‡_© AbyKiY Kivi gva¨‡g|
‡mŠR‡b¨: AvU© KvDwÝj Kv‡jKkb Ad w` G‡÷U Ad 
‡ivR wdb-‡Kjwm

The Colour of Pomegranates, Sergei Parajanov.  

‡m‡M©B cvivRv‡bvf
(1924-1990)
‡m‡M©B cvivRv‡bvf wQ‡jb Av‡gwiKvb es‡kv™¢~Z GKRb 
‡mvwf‡qZ Pjw”PÎ cwiPvjK whwb BD‡µwbqvb, Av‡g©wbqvb 

Ges RwR©qvb wm‡bgvi 
gva¨‡g ‡mvwf‡qZ Pjw”P‡Îi 
DrK‡l© Ae`vb iv‡Lb| wZwb 
ZrKvjxb BDGmGmAv‡ii 
Aby‡gvw`Z GKgvÎ gZv`k©  
mgvRZvwš¿K ev¯Íeev‡`i 
mxgvbv Qvwo‡q wb‡Ri GK 
¯^Zš¿ Pjw”P‡Îi ‰kjx m„wó 
K‡iwQ‡jb| Zuvi weZwK©Z 
Rxebhvcb Ges KvR¸‡jvi 
Kvi‡Y wZwb n‡qwQ‡jb 
wbM„nxZ Ges 1965 ‡_‡K 

1973 ch©šÍ ‡mvwf‡qZ KZ©…c¶ Zuvi KvR¸‡jv‡K cÖvqB 
wbwl× ‡Nvlbv K‡i | Zv m‡Ë¡I Zuvi wbwl× Qwe ÔKvjvi 
Ad c‡gMÖ¨v‡bUmÕ (1969) ‡Kv‡bvfv‡e ‡dw÷fvj Ad 
AvU©m ch©šÍ ‡cŠu‡Q hvq, ‡hLv‡b ‡mUvi wcÖwgqvi nevi ci 
Zv ‡PvivBc‡_ c¨vwi‡m wb‡q hvIqv nq|

`¨ Kvjvi Ad c‡gMÖ¨v‡bUm (1969)
78 wgwbU
`¨ Kvjvi Ad c‡gMÖ¨v‡bUm AvswkKfv‡e 18 kZ‡Ki 
gvwK©b Kwe mvqvU †bvfv (`¨ wKs Ad ms) Gi Rxebx Ae-
j¤^‡b wbwg©Z| †m‡M©B cvivRv‡bvf GKvav‡i GB Pjw”P‡Îi 
wPÎbvU¨ wj‡L‡Qb, cwiPvjbv K‡i‡Qb, m¤úv`bv K‡i‡Qb, 
†KvwiIMÖvwd K‡i‡Qb Ges wWRvBb K‡i‡Qb| msjvcnxb 
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poet, Sayat Nova (‘The King of Song’). Sergei 

Parajanov writes, directs, edits, choreographs, 

designs and create every aspect of the film. It 

remains a masterpiece of cinema on account of 

being devoid of dialogue or camera movement 

and for its alluring imagery. The film was not 

seen in the international arena until 1977, due 

to the censorship it attracted from Soviet 

government, and arrived in Paris after being 

screened in Iran.

Courtesy of Parajanov-Vartanov Institute.

SHEZAD DAWOOD 
(1974)
Shezad Dawood works across film, painting 

and sculpture to juxtapose discrete systems of 

image, language, site and multiple narratives, 

using the editing process as a method to 

explore meanings and forms between film 

and painting. His practice often involves 

collaboration, working with groups and 

individuals across different territories to 

physically and conceptually map far-reaching 

lines of enquiry. These networks map across 

different geographic locations and communities 

and are particularly concerned with acts of 

translation and restaging. Dawood’s work has 

been exhibited internationally, including the 

Si Shang Art Museum, Beijing (2017); Mori Art 

Museum, Tokyo (2016); the Museum of Modern 

Art, New York (2015); Parasol Unit, London 

(2014); Taipei Biennial, Taiwan (2014); Marrakech 

Biennial, Morocco (2014); MACBA, Barcelona 

(2014); Witte de With, Centre for Contemporary 

Art, Rotterdam (2013); Modern Art Oxford 

(2012); Tate Britain, London (2009); and the 53rd 

Venice Biennale, Italy (2009).  

Ges K¨v‡givi bovPovwenxb Qwe nIqv m‡Ë¡I †h Amvgvb¨ 
`„k¨Kí GB QwewU ˆZwi K‡i‡Q Zvi Rb¨ GwU AvRI 
weL¨vZ| †mvwf‡qZ miKv‡ii Kov bRi`vwii Kvi‡Y 
1977 mvj ch©šÍ QwewU AvšÍR©vwZK A½‡b cÖ`wk©Z nqwb, 
cieZ©x‡Z Biv‡b cÖ`wk©Z nevi ci GwU c¨vwi‡m Av‡m|
‡mŠR‡b¨: cvivRv‡bvf-fvU©vbf

‡kRv` `vD`
(1974-) 
‡kRv` `vD` Pjw”PÎ, wPÎKjv Ges ¯’vcZ¨ wb‡q KvR 
K‡i wewfbœ `…k¨Kí, fvlv, cUf‚wg, Ges wewfbœ `„wó‡KvY 
†_‡K Zvui Kv‡Ri welqvw`‡K dzwU‡q Zz‡j‡Qb| GwWwUs 
e¨envi K‡i wZwb wPÎKjv Ges Pjw”P‡Îi ga¨Kvi wg-
j¸‡jv‡K wZwb Zz‡j a‡i‡Qb| cÖvqkB wZwb Ab¨vb¨ wewfbœ 
†¶‡Îi wkíx I wkí‡Mvôxi mv‡_ KvR K‡i Av¶wiK Ges 
cÖZxKxfv‡e mKj mxgv‡iLv AwZµg K‡i Zuvi KxwZ©i Qvc 
†i‡L P‡j‡Qb| GB KvR¸‡jvi d‡j m„ó wek¦Rbxb †hvM-
v‡hvM Zuvi KvR¸‡jv‡K wewfbœ fvlvq I gva¨‡g Abyw`Z 
I cyb:wb©w©gZ nevi my‡hvM ˆZwi K‡i w`‡q‡Q| ‡ekwKQz 
AvšÍR©vwZK cÖ`k©bx‡Z `vD‡`i KvR cÖ`wk©Z n‡q‡Q, 
Gi g‡a¨ D‡jøL‡hvM¨: wm kvs AvU© wgDwRqvg, †eBwRs 
(2017); †gvwi AvU© wgDwRqvg, †UvwKI (2016); `¨ 
wgDwRqvg Ad gWvb© AvU©, wbD BqK© (2015); c¨viv‡mvj 
BDwbU, jÛb (2014); ZvB‡cB we‡qwbqvj, ZvBIqvb 
(2014); gviv‡Kk we‡qwbqvj, g‡iv‡°v (2014); 
GgGwmweG, ev‡m©‡jvbv (2014); DB‡Æ †W DB_, †m›Uvi 
di K‡›U‡¤úvivwi AvU©, iUviWvg (2013); gWvb© AvU© 
A·‡dvW© (2012); †UU e„‡Ub, jÛb (2009); Ges 53 
Zg †fwbm we‡qbv‡j, BZvwj (2009)| 
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IT WAS A TIME THAT WAS A TIME 
(2015)
17 minutes, score by Weyes Blood

Operating on the borders between 

speculative realism and performance, the 

film is the result of a free-form, collaborative 

experiment, whereby participants took turns 

documenting each other living in a speculative 

community formed in response to a theoretical 

environmental cataclysm, with devices that 

might have survived a devastating flood. As 

the artist explained, in this possible post-

apocalyptic community, surviving on the 

periphery of New York, “rules of society, gender 

and relationships are given new expression.” 

Courtesy of Shezad Dawood and Pioneer 

Works. 

SHUJI TERAYAMA
(1935 – 1983) 

Shuji Terayama was a Japanese poet, dramatist, 

writer, film director, and photographer. Through 

a prolific and provocative artistic career, 

Terayama was one of the foremost figures of 

the Japanese avant-garde. With his Tenjo Sajiki 

Troupe he presented and directed his plays 

Origin of Blood and Ship of Folly at the Festival 

of Arts in 1973 and 1976 respectively.

ORI - (THE CAGE) (1964) 

11 minutes 

Completed in 1962, Terayam’s short film Ori 

experiments with dense symbolism. Moving 

be-tween the emaciated human body and the 

recurring motif of clocks, the film visualises an 

inescapable imprisonment in time.

Courtesy of Shuji Terayama and Terayama 

World.

BU IqvR G UvBg `¨vU IqvR G UvBg 
(2015)
17 wgwbU, †¯‹vi K‡i‡Qb I‡qBm eøvW
`„k¨gvb ev¯Íeevw`Zv Ges cvid‡g©‡Ýi mxgv‡iLvq wbwg©Z 
QwewU GKwU Db¥y³, mw¤§wjZ G·‡cwi‡g‡›Ui dmj, hv‡Z 
AskMÖnYKvixiv GK gnvcøve‡bi ci †eu‡P hvIqv wKQz 
hš¿cvwZ w`‡q †di evuPvi †Póv Kiv ¯^cœevR GK mgv‡R 
emevmKvix wb‡R‡`i cvjvµ‡g wPÎaviY K‡i| wkíxi 
e¨vL¨vq wbDBq‡K©i cUf‚wg‡Z GiKg gnvcÖjq cieZ©x 
Rxe‡b ÒmgvR, wj½ Ges m¤úK© bZzb K‡i Awfe¨³ 
n‡qwQ‡jvÓ|
†mŠR‡b¨ : ‡kRv` `vD` Ges cvBIwbqvi IqvK©m 

ïwR †Zivqvgv
(1935-1983)
ïwR †Zivqvgv wQ‡jb GKRb Rvcvbx Kwe, bvU¨Kvi, 
†jLK, Pjw”PÎ wbg©vZv Ges Av‡jvKwPÎx| GK mg…× 
Ges Drmvne¨vÄK wkíRxe‡b wZwb Rvcvbx be¨ wkí 
avivi cw_K…‡Z cwiYZ n‡qwQ‡jb| Zuvi †Z‡Äv mvwRwK 
Uªy‡ci mv‡_ wgwjZ n‡q wZwb 1973 Ges 1976 mv‡ji 
†dw÷fvj Ad AvU©‡m h_vµ‡g Zuvi AwiwRb Ad eøvW 
Ges wkc Ad dwj bvUK`ywU cwi‡ekb K‡ib|

Iwi- (`¨ †KR) (1964)
11 wgwbU
1962 †Z m¤úbœK…Z †Zivqv‡gi kU© wdj¥ Iwi Mfxi cÖZx-
Kxev` wb‡q wbix¶Y K‡i| Le©Kvq gvbe‡`n Ges Nwoi 
KuvUvi MwZc_‡K cÖZxK wn‡m‡e a‡i GB Pjw”PÎ mg‡qi 
Kv‡Q gvby‡li Amnvq e›`x‡Z¡i K_v e‡j|
‡mŠR‡b¨: ïwR †Zivqvgv Ges †Zivqvgv Iqvì©
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MEIKYÛ-TAN - (THE LABYRINTH 
TALE) (1975)
17 minutes 

In this short film, presented through a filter 

of green, blue and white, Terayama’s two 

protagonists carry around a portal which takes 

them into different worlds. Heavily stylised in 

its presentation, The Labyrinth Tale sometimes 

completely consumes the screen in fits of 

overexposure.

Courtesy of Shuji Terayama and Terayama 

World.

SIMON MORETTI 
(1977)
Simon Moretti is an artist and curator based 

in London, his work explores issues of time, 

automatism, con-text, authorship and display. 

His work has included performance, installation, 

found objects, neon and textile works as well as 

collaborations with other artists and institutions 

through curatorial projects. Recently he has 

been working with found images through the 

production of collages, videos, screen prints 

and photo-graphic works.

ACT 1: REMEMBERING AND 
FORGETTING, AFTER THE FINAL 
DECADE (2018)
3 minutes 

This specially commissioned video work is made 

from images directly lifted from the archive 

of the Archaeology of the Final Decade, the 

artist’s personal archive, and images related to 

the cultural, archeological or geological history 

of Iran. In this animation the photographic 

images are dispersed, in a new context, within 

a flickering structure created by images of 

crosswords puzzles. 

Courtesy of Simon Moretti and Archaeology of 

the Final Decade.

wgBKz-Zvb - (`¨ j¨vwewiš’ †Uj) 
(1975)
17 wgwbU
bxj, meyR Ges mv`v wdëv‡i wPwÎZ GB kU©wdj¥wU‡Z 
†Zivqvgvi M‡íi `yB bvqK Ggb GKUv †cvU©vj wb‡q 
Pjv‡div K‡i hv Zv‡`i wfbœ RM‡Z wb‡q hvq| cÖPÛiKg 
¯^KxqZvi Qvc enbKvix GB `¨ j¨vwewiš’ †Uj Dc¯’vcb-
vwU‡Z gv‡S gv‡S †MvUv c`©v Av‡jv‡Z †X‡K hvq|
‡mŠR‡b¨: ïwR †Zivqvgv Ges †Zivqvgv Iqvì©

mvBgb †gv‡iwU
(1977-) 
mvBgb †gv‡iwU GKRb jÛbwfwËK wkíx Ges wKD‡iUi 
whwb KvR K‡i‡Qb mgq, A‡Uv‡gwURg, Kb-‡U·U, 
‡jL‡Ki KvR, cÖ`k©bx wb‡q| Zuvi Kv‡Ri g‡a¨ i‡q‡Q 
cvidi‡gÝ, Bb÷‡jkb, dvDÛ Ae‡R± (Kzwo‡q cvIqv 
wRwbm), wbqb Av‡jv Ges ‡U·UvBj wb‡q Kiv KvRmg~n| 
mv‡_ i‡q‡Q wewfbœ wkíx Ges cÖwZôv‡bi mv‡_ hzM¥fv‡e 
wKD‡iUwiqvj cÖKímg~n| m¤cÖwZ wZwb msM„nxZ Qwe 
w`‡q †KvjvR, wfwWI w¯Œb wcÖ›U Ges d‡Uv-MÖvwdK wkíKg© 
wbg©vY K‡i P‡j‡Qb| 

G¨v± 1: wi‡g¤^vwis G¨vÛ di‡MwUs, 
AvdUvi `¨ dvBbvj †W‡KBW (2018)
2 wgwbU
we‡klfv‡e Kwgkb Kiv GB wfwWIwPÎwU wbwg©Z n‡q‡Q 
mivmwi wkíxi e¨w³MZ msMÖn AvwK©IjwR Ad `¨ dvBbvj 
†W‡KB‡Wi wPÎ¸‡jv w`‡q Ges G¸‡jv‡Z D‡V G‡m‡Q 
Biv‡bi mvs¯‹…wZK, f‚ZvwË¡K Ges cÖZœZvwË¡K BwZnvm| 
GB G¨vwb‡gk‡b d‡UvMÖvwdK wPÎ¸‡jv‡K Qwo‡q wQwU‡q 
Ggbfv‡e †`Lv‡bv n‡q‡Q hv‡Z I¸‡jv GK µmIqvW© 
cvR‡ji gZ †`Lvq|
‡mŠR‡b¨: mvBgb †gv‡iwU Ges AvwK©IjwR Ad `¨ dvB
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STAN VANDERBEEK
(1927 – 1984)
Stan VanDerBeek is an American experimental 

filmmaker and graduate of Black Mountain 

College. VanDerBeek’s ironic compositions 

were in the spirit of the surreal and dadaist 

collages of Max Ernst, but with a wild, rough 

informality of the expressionism of the Beat 

Generation. In the 1960s, he built the Movie 

Drome theatre at Stony Point, New York, where 

he designed shows using multiple projectors. 

For his work Symmetricks (1972) he used Indian 

sitar music. He presented three pieces at the 

Festival of Arts and three other pieces at the 

Iran-American Society in Tehran in 1971. 

 

SYMMETRICKS (1972) 
7 minutes

Stan VanDerBeek presented three pieces at 

the Festival of Arts, Shiraz–Persepolis, and 

three other pieces at the Iran-American Society 

in Tehran in 1971. Symmetricks was made a 

year later, using then cutting-edge computer 

technology alongside a soundtrack of sitar 

music. VanDerBeek was one of the earliest 

experimenters with the new visual possibilities 

of computer technology.

Courtesy of Stan VanDerBeek Estate.

WILLIAM GREAVES 
(1926 – 2014)
William Greaves was a Harlem-born American 

documentary filmmaker, writer, producer and 

a pioneer of African-American filmmaking. He 

began as a Broadway actor and a member of 

The Actor’s Studio. He later served as executive 

producer and co-host of the Black Journal 

television programme for which he was awarded 

an Emmy in 1970. His recent film, Ralph Bunche:  

An American Odyssey (2001), documents the 

÷¨vb f¨vbWviweK
(1927-1984)
÷¨vb f¨vbWviweK GKRb gvwK©b G·‡cwi‡g›Uvj wPÎw-
bg©vZv wQ‡jb whwb eø¨vK gvD‡›UBb K‡jR †_‡K mœvZK 
m¤úbœ K‡iwQ‡jb| f¨vÛviwe‡Ki we`ÖycvZ¥K m„wóKg©¸‡jv 
gv·© Avb©‡÷i `v`vB÷ †KvjvR¸‡jvi Av`‡j n‡jI 
G¸‡jv weU †Rbv‡ik‡bi AviI eb¨, iæ¶ AwbqgZvwš¿K 
G·‡cÖkwbR‡gi wPý enb K‡i| 1960 Gi `k‡K wZwb 
†÷vwb c‡q›U, wbD Bq‡K©i ‡Wªvg w_‡qUvi Pjw”PÎwU 
wbg©vY K‡ib, †hLv‡b wZwb GKvwaK cÖ‡R±‡ii mvnv‡h¨ 
wPÎ cÖ`k©b K‡ib|Zvui KvR wm‡gwUÖ· (1972) †Z wZwb 
fviZxq †mZv‡ii evRbv e¨envi K‡ib| wZwb †dw÷fvj 
Ad AvU©‡m wZbwU, Ges †Zniv‡bi Bivb-Av‡gwiKvb 
†mvmvBwU‡Z 1971 mv‡j wZbwU KvR cÖ`k©b K‡ib|

wm‡gwUÖ· (1972)
7 wgwbU
÷¨vb f¨vbWviweK †dw÷fvj Ad AvU©m, wmi-
vR-cv‡m©‡cvwj‡m wZbwU, Ges †Zniv‡bi Bivb-Av‡gwiKvb 
†mvmvBwU‡Z wZbwU KvR cwi‡ekb K‡ib| wm‡gwUÖ· Zvi 
GKeQi ci wbwg©Z nq, ZrKvjxb me©vazwbK Kw¤úDUvi 
cÖhzw³ Ges fviZxq †mZv‡ii evRbv e¨envi K‡i| 
‡mŠR‡b¨: ÷¨vb f¨vbWviweK G‡÷U

DBwjqvg wMÖfm
(1926-2014)
DBwjqvg wMÖfm GKRb nvi‡jg es‡kv™¢‚Z Av‡gwiKvb 
cÖvgvY¨wPÎ wbg©vZv, †jLK, cÖ‡hvRK Ges AvwdªKvb-Av‡g-
wiKvb Pjw”PÎ wbg©v‡Yi GK cw_K…r wQ‡jb| Zuvi c_Pjv 
ïiæ n‡qwQ‡jv G¨v±iÕm ÷zwWIÕi GKRb m`m¨ Ges 
GKRb eªWI‡q Awf‡bZv wn‡m‡e| cieZ©x‡Z wZwb eø¨vK 
Rvb©vj †Uwjwfkb Abyôv‡bi mn-Dc¯’vcK Ges wbe©vnx 
cÖ‡hvRK wn‡m‡e `vwqZ¡ cvjb K‡ib, hvi Kvi‡Y 1970 
mv‡j Gwg GIqvW© jvf K‡ib| Zvui mv¤cÖwZK Pjw”PÎ 
ivî evÂ: Gb Av‡gwiKvb IwWwm(2001) †Z wPwÎZ 
n‡q‡Q wKse`šÍx †bv‡ej czi¯‹vi weRqx AvwdªKvb-Av‡g-
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life and historic achievements of Dr. Ralph 

Johnson Bunche (1903-1971) the legendary 

African American Nobel prize-winning, 

scholar turned statesman who contributed to 

international diplomacy, decolonization of the 

world, peacekeeping, and human rights in pre-

civil rights America. His film From these Roots 

(1974) provides an in-depth study of the Harlem 

Renaissance.

 

THE FIRST WORLD FESTIVAL OF 
NEGRO ARTS (1968) 
40 minutes 

The official documentary film of the festival 

held in Dakar, Senegal in 1966. Over 2,000 

writers, artists and performers from Africa and 

the African Diaspora participated in this historic 

event. Features Duke Ellington, Langston 

Hughes, Alvin Ailey, Aime Cesaire, Leopold 

Senghor and artists, performers and dignitaries 

from thirty countries. A Black history treasure 

produced written and directed by William 

Greaves. 

Courtesy of William Greaves Productions. 

WILLIAM KLEIN 
(1928)
William Klein is an American-born French 

photographer and filmmaker noted for his ironic 

approach to both media and his extensive 

use of unusual photographic techniques 

in the context of photojournalism and 

fashion photography. He was ranked 25th on 

Professional Photographer’s list of 100 most 

influential photographers. 

wiKvb eyw×Rxwe, RbcªwZwbwa AvšÍR©vwZK K‚UbxwZK W±i 
ivî ev‡Âi Rxebx, whwb cÖvK-bvMwiK AwaKvi Av‡›`v-
j‡bi Av‡gwiKvq gvbevwaKvi Ges wek¦kvwšÍ wb‡q KvR 
K‡iwQ‡jb| Zvui Pjw”PÎ dªg w`R iæUm (1974) G dz‡U 
D‡V‡Q nvi‡jg cybR©vMi‡Yi Mfxi ch©‡e¶Y|

`¨ dv÷© Iqvì© †dw÷fvj Ad wb‡MÖv 
AvU©m (1968)
40 wgwbU
1966 †Z WvKvi, †m‡bMv‡j AbzwôZ DrmewUi Awdwkqvj 
WKz‡g›Uvwi wdj¥| HwZnvwmK GB AbzôvbwU‡Z AvwdªKv 
Ges Av‡kcv‡ki 2,000 GiI AwaK †jLK, wkíx I 
cvidg©vi AskMÖnY K‡ib| D‡jøL‡hvM¨ wQ‡jb wWDK 
GwjsUb, j¨vs÷b wnDR, G¨vjwfb GBwj, GBwg wm‡Rwi, 
wjI‡cvì †m½‡nvi, Ges wÎkwU †`‡ki m¤§vwbZ wkíx 
I cvidg©viMY| K…òv½ BwZnv‡mi GK m¤ú` DBwjqvg 
wMÖfm wjwLZ I cwiPvwjZ GB Pjw”PÎwU| 
‡mŠR‡b¨: DBwjqvg wMÖfm †cÖvWvKkÝ

DBwjqvg K¬vBb
(1928-)
DBwjqvg K¬vBb GKRb Av‡gwiKvb es‡kv™¢‚Z divmx 
Av‡jvKwPÎx Ges Pjw”PÎ cwiPvjK whwb Zuvi d‡U-
vmvsevw`KZv Ges d¨vkb d‡UvMÖvwd‡Z Zuvi AcÖPwjZ 
we`ÖycvZ¥K ˆkjxi Rb¨ mycwiwPZ| wZwb 100 Rb mvov 
RvMv‡bv Av‡jKwPÎxi ZvwjKvq 25 Zg Ae¯’vb AR©b 
K‡ib|
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FESTIVAL PANAFRICAIN D’ALGER 
(1969) 

112 minutes (90 minutes), 35mm transferred to 

digiBeta, French with English subtitles

The Pan-African Festival of Algiers takes the 

form of an essay, documenting the diverse 

cultural range of the first ever iteration of 

the festival. Klein’s film takes in the posters, 

photographs, drawings of the time, as well 

as archive footage of African anti-colonial 

struggles, in addition to interviews, rehearsals, 

concerts and speeches.

Courtesy of William Klein.

Festival Panafrican d’Alger (1969). Courtesy of William Klien, Courtesy of William Klein.  

‡dw÷fvj c¨vbAvwdªKv wWÕAvjvwR 
(1969)
112 wgwbU (90 wgwbU), 35 wgwg wWwR‡eUv‡Z Abyw`Z, 
Bs‡iwR mveUvB‡Ujmn divmx fvlvq
c¨vbAvwdªKvb †dw÷fvj Ad AvjwRqvm© wQ‡jv DrmewUi 
me©cÖ_g cybive„wËi cÖvgvY¨iPbv hv‡Z D‡V G‡mwQ‡jv GB 
Drm‡ei mvs¯‹…wZK ˆewPÎ¨mg~n| K¬vB‡bi Pjw”PÎwU‡Z ¯’vb 
†c‡q‡Q †mmgqKvi wewfbœ †cv÷vi, Av‡jvKwPÎ Ges nv‡Z 
AvuKv Qwe, †hgbUv ¯’vb †c‡q‡Q Dcwb‡ekev‡`i weiæ‡× 
AvwdªKvb‡`i msMÖvg, Ges †mBmv‡_ mswkøó‡`i mv¶vrKvi, 
winvmv©j, KbmvU© Ges e³…Zv|
‡mŠR‡b¨: DBwjqvg K¬vBb
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FRIDAY 2 FEBRUARY AND 
WEDNESDAY 7 FEBRUARY 7

10.30AM The First World Festival 
Of Negro Arts (40 min, 1966) William 
Greaves

11.10AM Preparatory Notes (53 min, 2014) Gosh-
ka Macuga

12.05PM Vakratunda Swaha (25 min, 2010) Ashish 
Avikunthak
BREAK

12.40PM Symmetricks (7 min, 1972)
Stan VanDerBeek

12.50PM Tight Right White (14 min, 1993) Reza 
Abdoh

1PM It was a time that was a time (17 min, 
2015) 
Shezad Dawood

1.20PM Onnagata (excerpt, 9 min, 1997) Lindsay 
Kemp

1.30PM The Hip-Hop Waltz of 
Eurydice (video work, 18 min, 1990) Reza 
Abdoh

1.45PM Ori – (The Cage) (11 min, 1964) Shuji 
Terayama

1.55PM Glory (20 min, 1984) 
Rose Finn-Kelcey
BREAK

2.30PM The Alien Inside Me (30 min, 2015) 
Goshka Macuga

3PM Ornamental Happiness  (excerpt, 
22 min, 2006) 
Rose English

3.20PM Meikyû-tan – (The Labyrinth Tale) 
(17 min, 1975) 
Shuji Terayama

3.40PM Symmetricks (7 min, 1972) 
Stan VanDerBeek

3.45PM Act 1: Remembering and Forgetting, 
After the 
Final Decade (3 min, 2018) 
Simon Moretti

3.50PM The Hip-Hop Waltz of 
Eurydice (excerpt, 20 min, 1990) Reza 
Abdoh

4.10PM Flowers  (excerpt, 20 min, 1982) Lindsay 
Kemp

4.30PM Kalighat Fetish (22 min, 1999)Ashish 
Avikunthak

4.50PM Rupak (7 min, 2016) 
Lala Rukh

5PM The First World Festival 
Of Negro Arts (40 min, 1966) William 
Greaves

5.40PM Ori – (The Cage) (11 min, 1964) Shuji 
Terayama

5.50PM The Colour of 
Pomegranates (78 min, 1969) 
Sergei Paradjanov

7.05PM Symmetricks (7 min, 1972) 
Stan VanDerBeek

7.15PM Finding Fanon, Parts 1-3 
(38 min, 2015) 
Larry Achiampong & 
David Blandy

SATURDAY 3 FEBRUARY AND 
THURSDAY 8 FEBRUARY 

10.30AM The First World Festival Of Negro Arts 
(40 min, 1966) William Greaves

11.10AM Symmetricks (7 min, 1972)
Stan VanDerBeek

11.20AM Preparatory Notes (53 min, 2014) Goshka 
Macuga

12.10PM Vakratunda Swaha (25 min, 2010) Ashish 
Avikunthak

12.35PM Tight Right White (14 min, 1993) Reza 
Abdoh

12.50PM It was a time that was a time 
(17 min, 2015) Shezad Dawood

1.05PM Onnagata (excerpt, 9 min, 1997) Lindsay 
Kemp

1.15PM The Hip-Hop Waltz of Eurydice (video 
work, 18 min, 1990) Reza Abdoh

1.35PM Ori – (The Cage) (11 min, 1964) Shuji 
Terayama

1.45PM Glory (20 min, 1984) 
Rose Finn-Kelcey

2.05PM The Alien Inside Me (30 min, 2015)
Goshka Macuga

2.35PM Ornamental Happiness (excerpt, 22 min, 
2006) Rose English

PROGRAMME 
Film Programme
to be free is to loose sight of the shore
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2.55PM Meikyû-tan – (The Labyrinth Tale) 
(17 min, 1975) 
Shuji Terayama

3.15PM Symmetricks (7 min, 1972) 
Stan VanDerBeek

3.20PM Act 1: Remembering and Forgetting, 
After the 
Final Decade (3 min, 2018) 
Simon Moretti

3.25PM Aapothkalin Trikalika – 
The Kali of Emergency (excerpt, 10 min, 
2016) 
Ashish Avikunthak

03.35PM Flowers  (excerpt, 20 min, 1982) Lindsay 
Kemp

3.55PM Kalighat Fetish (22 min, 1999)Ashish 
Avikunthak

4.15PM Rupak (7 min, 2016)  
Lala Rukh

4.20PM Ori – (The Cage) (11 min, 1964) Shuji 
Terayama
BREAK

4.40PM Symmetricks (7 min, 1972) 
Stan VanDerBeek

4.50PM Finding Fanon, Parts 1-3 
(38 min, 2015) 
Larry Achiampong & 
David Blandy

5.25PM The Battle of Algiers (121 min, 1966) Gillo 
Pontecorvo

SUNDAY 4 FEBRUARY AND 
FRIDAY 9 FEBRUARY 
10.30AM The First World Festival 

Of Negro Arts (40 min, 1966) William 
Greaves

11.10AM Symmetricks (7 min, 1972)
Stan VanDerBeek

11.20AM Preparatory Notes (53 min, 2014) Gosh-
ka Macuga

12.10AM Flowers  (excerpt, 20 min, 1982) Lindsay 
Kemp
BREAK

12.40PM Vakratunda Swaha (25 min, 2010) Ashish 
Avikunthak

1.05PM Tight Right White (14 min, 1993) Reza 
Abdoh

1.20PM It was a time that was a time 
(17 min, 2015) Shezad Dawood

10.30AM The First World Festival 
Of Negro Arts (40 min, 1966) William 
Greaves

1.55PM Ori – (The Cage) (11 min, 1964) Shuji 
Terayama

2.10PM Symmetricks (7 min, 1972) 
Stan VanDerBeek
BREAK

2.20PM The Alien Inside Me (30 min, 2015) Gosh-
ka Macuga

2.50PM Ornamental Happiness  (excerpt, 22 min, 
2006) 
Rose English

3.10PM Meikyû-tan – (The Labyrinth Tale) 
(17 min, 1975) 
Shuji Terayama

3.30PM Glory (20 min, 1984) 
Rose Finn-Kelcey

3.50PM Act 1: Remembering and Forgetting, 
After the 
Final Decade (3 min, 2018) 
Simon Moretti

3.55PM The Hip-Hop Waltz of 
Eurydice (video work, 18 min, 1990) Reza 
Abdoh

4.10PM Aapothkalin Trikalika – 
The Kali of Emergency (excerpt, 10 min, 
2016) 
Ashish Avikunthak

4.20PM Onnagata (excerpt, 9 min, 1997) Lindsay 
Kemp

4.30PM Kalighat Fetish (22 min, 1999)Ashish 
Avikunthak

4.50PM Rupak (7 min, 2016) 
Lala Rukh

4.55PM The First World Festival 
Of Negro Arts (40 min, 1966) William 
Greaves

5.40PM Symmetricks (7 min, 1972) 
Stan VanDerBeek

5.45PM Soy Cuba (I am Cuba) (108 min, 1964) 
Mikhail Kalatozov
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MONDAY 5 FEBRUARY AND 
SATURDAY 10 FEBRUARY

10.30AM The First World Festival 
Of Negro Arts (40 min, 1966) William 
Greaves

11.10AM Symmetricks (7 min, 1972)
Stan VanDerBeek

11.20AM Vakratunda Swaha (25 min, 2010) Ashish 
Avikunthak

11.45AM Tight Right White (14 min, 1993) Reza 
Abdoh
BREAK

12:10 Flowers (excerpt, 20 min, 1982) Lindsay 
Kemp

12:30 Preparatory Notes (53 min, 2014) Gosh-
ka Macuga

01:25 The Hip-Hop Waltz of 
Eurydice (video work, 18 min, 1990) Reza 
Abdoh

01:45 Symmetricks (7 min, 1972)
Stan VanDerBeek
BREAK

02:00 It was a time that was a time (17 min, 
2015) Shezad Dawood

02:20 The Hip-Hop Waltz of 
Eurydice (excerpt, 20 min, 1990) Reza 
Abdoh

02:35 Ori – (The Cage) (11 min, 1964) Shuji 
Terayama

02:45 Glory (20 min, 1984) 
Rose Finn-Kelcey

03:05 Ornamental Happiness  (excerpt, 
22 min, 2006) 
Rose English

03:30 Meikyû-tan – (The Labyrinth Tale) 
(17 min, 1975) 
Shuji Terayama

03:45 Act 1: Remembering and Forgetting, 
After the 
Final Decade (3 min, 2018) 
Simon Moretti

03:50 Aapothkalin Trikalika – 
The Kali of Emergency (excerpt, 10 min, 
2016) 
Ashish Avikunthak

04:00 Onnagata (excerpt, 9 min, 1997) Lindsay 
Kemp

4.15PM Ori – (The Cage) (11 min, 1964) Shuji 
Terayama

4.25PM Symmetricks (7 min, 1972) 
Stan VanDerBeek

4.30PM Finding Fanon, Parts 1-3 
(38 min, 2015) Larry 
Achiampong & David Blandy

5.10PM Xala (123 min, 1975) 
Ousmane Sembène

TUESDAY 6 FEBRUARY

10.30AM The First World Festival 
Of Negro Arts (40 min, 1966) William 
Greaves

11.10AM Symmetricks (7 min, 1972)
Stan VanDerBeek

11.20AM Preparatory Notes (53 min, 2014) 
Goshka Macuga

12.10PM The Hip-Hop Waltz of 
Eurydice (video work, 18 min, 1990) 
Reza Abdoh
BREAK

12.40PM Onnagata (excerpt, 9 min, 1997) Lindsay 
Kemp

12.50PM Vakratunda Swaha (25 min, 2010) 
Ashish Avikunthak

1.15PM Tight Right White (14 min, 1993) Reza 
Abdoh

1.30PM It was a time that was a time (17 min, 
2015) Shezad Dawood

1.45PM The Hip-Hop Waltz of 
Eurydice (video work, 18 min, 1990) 
Reza Abdoh

2.05PM Ori – (The Cage) (11 min, 1964) Shuji 
Terayama

2.15PM Symmetricks (7 min, 1972) 
Stan VanDerBeek

2.20PM Ornamental Happiness  (excerpt, 
22 min, 2006) 
Rose English
BREAK

3.00PM Glory (20 min, 1984) 
Rose Finn-Kelcey

3.20PM The Alien Inside Me (30 min, 2015) 
Goshka Macuga

03:50 Meikyû-tan – (The Labyrinth Tale) 
(17 min, 1975) 
Shuji Terayama



198

4.05PM Act 1: Remembering and Forgetting, 
After the 
Final Decade (3 min, 2018) 
Simon Moretti

4.10PM Flowers  (excerpt, 20 min, 1982) Lindsay 
Kemp

4.30PM Kalighat Fetish (22 min, 1999)Ashish 
Avikunthak

4.50PM Rupak (7 min, 2016)
Lala Rukh

5.00PM The First World Festival 
Of Negro Arts (40 min, 1966) William 
Greaves

5.40PM Ori – (The Cage) (11 min, 1964) Shuji 
Terayama

Origin of Blood, Shuji Terayama (creator and director), Tenjo Sajiki Theatre Laboratory, Delgosha 

Garden, 1973. Courtesy of Festival of Arts, Shiraz-Persepolis; Archaeology of the Final Decade.
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BELOW THE LEVELS WHERE 
DIFFERENCES APPEAR
PERFORMANCE PROGRAMME

GOSHKA MACUGA
 (1967 –) 
WITH VALI MAHLOUJI 
(1969 –)
Goshka Macuga is a Polish-born, London-based 

interdisciplinary artist working across a variety 

of media, including sculpture, installation, 

photography, architecture and design. She 

performs a robust mode of institutional critique, 

destabilising processes of meaning-making 

and generations of value by appropriating into 

the context of her work archival and artistic 

materials from popular culture, history and 

museum collections. She earned her BA (Hons) 

Fine Art from the Central St. Martins in 1995, 

and her MA Fine Art from Goldsmiths College 

in 1996.Her recent solo exhibitions include: 

Time as Fabric, New Museum, New York 

(2016); To the Son of Man Who Ate the Scroll, 

Fondazione Prada, Milan (2016); Exhibit A, 

Museum of Contemporary Art, Chicago (2012).  

She has participated in many group exhibitions, 

including: Öğüt & Macuga Episode 1, Witte de 

With, Rotterdam (2017); the 8th Berlin Biennale 

(2014); Documenta 13, Kassel (2013). She was 

nominated for the Turner Prize in 2008

LIKE WATER ON HOT ROCKS 
(2018)
Performance

An inaugural performative collaboration 

between Vali Mahlouji and Goshka Macuga, in 

which a procession of known characters from 

the Festival of Arts, Shiraz – Persepolis protest 

†MvkKv gvKzMv 
(1967-)
I
fvwj gvn‡jŠwR 
(1969-)
†MvkKv gvKzMv GKRb †cvwjk-es‡kv™¢~Z, jÛb-wbevmx 

B›UviwWwmwcøbvwi wkíx whwb fv¯‹h©, BÝU‡jkb, Av‡jvKwPÎ, 

¯’vcZ¨Kjv Ges wWRvBb mn wewfbœ iKg gva¨g wb‡q KvR 

K‡ib| wZwb Zvi Kv‡Ri cªm‡½ MY-ms¯‹…wZ, BwZnvm, Ges 

Rv`yN‡ii msMªn †_‡K AvK©vBfvj Ges ˆkwíK DcKiY wb‡q 

cªvwZôvwbKxKi‡Yi GKwU kw³gvb mgv‡jvPbv cwi‡ekb K‡ib, 

hv A_©-m„wói cªwµqv‡K Ges ci¤úivMZ g~j¨‡eva‡K Aw¯’wZkxj 

K‡i †Zv‡j| 1995 mv‡j †m›Uªvj †mB›U gvwU©Ý †_‡K dvBb AvU© 

wel‡q weG (Abvm©) Ges 1996 mv‡j †Mvìw¯§_&m K‡jR †_‡K 

GKB wel‡q GgG m¤úbœ K‡ib| Zvi mv¤cÖwZK GKK cª`k©bxi 

g‡a¨ i‡q‡Qt UvBg A¨vR d¨vweªK, wbD wgDwRqvg, wbD BqK© 

(2016); Uz w` mvb Ae g¨vb û GBU w` ¯Œj, d›`vwhI‡b cªvWv, 

wgjvb (2016); GMwhweU G, wgDwRqvg Ae K‡›U‡¤úvivwi AvU©, 

wkKv‡Mv (2012)| wZwb A‡bK `jMZ cª`k©bx‡Z AskMªnY 

K‡i‡Qb, hvi g‡a¨ I¸U A¨vÛ gvKzMv Gwc‡mvW 1, wiU †W DB_, 

iUiW¨vg (2017); w` GBU&_ evwj©b weGbv‡j (2014); WKz‡g›Uv 

13, Kv‡mj (2013) AšÍf©y³| 2008 mv‡j wZwb Uvb©vi cyi¯‹v‡ii 

Rb¨ g‡bvbxZ nb|



200

and occupy. Performed as part of A Utopian 

Stage curated by Vali Mahlouji / Archaeology of 

the Final Decade.

HASSAN KHAN 
(1975 –)
Hassan Khan is an artist, musician and writer. 

He lives and works, Cairo, Egypt. Recent 

exhibitions include Venice Biennale (2017); 

Beirut Art Center, Beirut (2016), Museum 

für Moderne Kunst, Frankfurt, (2015);  Kodak 

Passageway, D-CAF, Cairo (2014); Secession, 

Vienna (2013); SALT, Istanbul (2012); documenta 

(13), Kassel (2012); Paris Triennial (2012) and the 

New Museum Triennial, New York (2012).  Khan 

is the winner of the Silver Lion of the 57th 

Venice Biennale. As a musician he regularly 

performs his own original music live. Recent 

appearances include INTONAL Festival Malmo 

(2017); Guggenheim New York (2016); Portikus, 

Frankfurt (2015); Forget Amnesia Festival, 

Stromboli (2014); The Toulouse International 

Art Festival, Toulouse (2014), Klangzeit Festival, 

Munster (2014); Maerz Musik Festival, Berlin 

(2013); Ghetto, Istanbul; (2013) and Auditorium 

du Louvre, Paris (2012). Khan’s publications 

include Twelve Clues (2016), The Agreement 

(2011) and Nine Lessons Learned from Sherif El 

Azma (2009). 

PURITY (2013)
Voice and Gamelan

What is it that is so comforting about the 

narrator’s voice? And is conflict always 

predicated on some sort of agreement? What 

does the hammer strike when it does? And why 

do I hate this word yet choose to speak of it? 

Performed as part of A Utopian Stage curated 

by Vali Mahlouji / Archaeology of the Final 

Decade.

nvmvb Lvb 
(1975-)
nvmvb Lvb GKRb wkíx, myiKvi Ges †jLK| wgk‡ii ivRavbx 

Kvq‡iv‡Z Zvi wbevm I Kg©¯’j| mv¤cÖwZK cª`k©bx¸wji gv‡S 

i‡q‡Q, †fwbm weGbv‡j (2017); ˆeiæZ AvU© †m›Uvi, ˆeiæZ 

(2016); wgDwRqvg wdDi gWv‡b© KzÝU, d«v¼dzU© (2015); 

†KvW¨vK c¨v‡mRI‡q, wW-K¨vd, Kvq‡iv (2014); †m‡mkb, 

wf‡qbv (2013); GmGGjwU (më), B¯Ívbeyj, (2012); 

WKz‡g›Uv (13), Kv‡mj (2012); c¨vwim UªvBGwbqvj (2012) 

Ges wbD wgDwRqvg UªvBGwbqvj, wbD BqK© (2012)| †fwbm 

weGbv‡j-i 57Zg Avm‡i Lvb wmjfvi jvqb c`K we‡RZv| 

GKRb myiKvi wn‡m‡e wZwb wbqwgZ wb‡Ri iwPZ †gŠwjK 

msMxZ, jvBf cwi‡ekbv K‡ib| mv¤cÖwZK Dc¯’vcbvi g‡a¨ 

Bb‡Uvbvj †dw÷fvj, gvj‡gv (2017); ¸‡MbnvBg, wbD 

BqK© (2016); cwU©Kzm, d«v¼dyU© (2015); d‡M©U A¨vg‡bwkqv 

†dw÷fvj, ÷ª‡¤^vwj (2014); w` Uz¨jyR B›Uvb¨©vkbvj AvU© 

†dw÷fvj, Uz¨jyR (2014); K¬¨vshvBU †dw÷fvj, gyÝUvi 

(2014); gv‡qh© gywhK †dw÷fvj, evwj©b (2013); †M¨‡Uv, 

B¯Ívbeyj (2013); Ges AwW‡Uvwiqvg `y¨ jy¨fi, c¨vwim (2012) 

AšÍf©y³| Lv‡bi cªKvwkZ iPbvmg~‡ni g‡a¨ K‡qKwU nj Uz‡qjf 

K¬zR (2016), w` A¨vwMª‡g›U (2011) Ges bvBb †jmb&m jvb©W 

d«g †kwid Gj Avhgv (2009)|
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LALON BAUL SINGERS 
The Baul are a group of mystic minstrels 

from Bengal, which includes the country of 

Bangladesh and the Indian State of West 

Bengal. Bauls constitute both a syncretic 

religious sect and a musical tradition. Lalon 

Fakir is regarded as the most important poet-

practitioner of the Baul tradition. Baul music 

celebrates celestial love, transcends religions 

and critics the superficiality of religious 

divisions.

REETU SATTAR 
(1981 -)
Reetu Sattar is a Bnagladeshi-born theatre 

and performance artist. Her practice redefines 

space through smell, sound, light, or taste 

to express concepts such as presence and 

absence, memory and loss, collective and 

resilience, individuality and originality, land 

and culture, time and space. Her work acts as 

a collective memory, or collage, of life’s vicious 

circle of forgetfulness, examining traditions 

or rituals that were 

once an important 

part of her culture, 

forgotten by time 

and the progression 

of society. Sattar has 

attended workshops 

internationally with 

renowned artists and 

theatre directors, 

including: Susan 

Phillpsz, Nikhil 

Chopra, Naila Azad 

and Lisabeth Holdt 

Jorgersen.  Her recent 

exhibition history 

includes:  Soil and Stones, Souls and Songs, 

Reetu Sattar: HARANO SUR (Lost Tune) (2016). Courtesy of the 

artist. Photography: Farhad Rahmen.  

jvjb evDj MvqK
evDjiv gigx Kwe, Zviv e‡½i gvbyl, evsjv‡`k Avi fvi‡Zi 

cwðge½ wg‡j e½ AÂj| evDjiv cª_v we‡ivax GK ag©xq 

m¤cÖ`vq Avi evDwjqvbv nj msMx‡Zi GKwU Nivbv| jvjb dwKi 

evDwjqvbv ci¤úivi me‡P‡q ¸iæZ¡c~Y© gigx-Kwe e‡j we‡ewPZ| 

evDj msMxZ ¯^M©xq †cª‡gi ¸YKxZ©‡b cwic~Y©, mKj a‡g©i E‡aŸ© 

D‡V ag©xq we‡f‡`i AMfxiZvi mgv‡jvPbv K‡i|

FZy mvËvi 
(1981-)
FZy mvËvi GKRb evsjv‡`kx-es‡kv™¢~Z gÂ I cwi‡ekbv wkíx| 

Zvi wkímvabvq Dcw¯’wZ I Abycw¯’wZ, ¯§„wZ I we¯§„wZ, mgwó I 

w¯’wZ¯’vcKZv, e¨w³¯^vZš¿¨ I †gŠwjKZv, †`k I ms¯‹…wZ, mgq 

I ¯’v‡bi gZ aviYv¸wj cªKv‡ki Rb¨, MÜ, kã, Av‡jv A_ev 

¯^v‡`i Abyf~wZ‡K e¨envi K‡i †¯úm-‡K bZyb K‡i msÁvwqZ 

Kiv nq| Rxe‡bi we¯§„wZi `yóP‡µi GKwU mgwóMZ ¯§„wZ A_ev, 

†KvjvR-Gi gZ AvPiYKvix Zvi wkíKg©, †mme cª_v wKsev 

AvPvivbyôvb‡K hvPvB K‡i †hme GK mgq Zvi ms¯‹…wZi ¸iæZ¡c~Y© 

Ask wQj wKš‘ Kv‡ji cªev‡n I mvgvwRK cªMwZi avivevwnKZvq 

we¯§„Z n‡q‡Q| myh¨vb 

wdwjcm, wbwLj †Pvcov, bvqjv 

AvRv` Ges wjhv‡e_ †nvë 

Bq‡M©b‡mb-Gi gZ cªL¨vZ 

wkíx I gÂ wb‡`©kK‡`i mv‡_ 

wewfbœ AvšÍR©vwZK Kg©kvjvq 

mvËvi AskMªnY K‡i‡Qb| 

Zvi mv¤cÖwZK cª`k©bxi g‡a¨ 

i‡q‡Qt m‡qj A¨vÛ †÷vbm, 

†mvDjm A¨vÛ msm, c¨viv-

mvBU, nsKs (2017); bvBb_ 

Qwe‡gjv B›Uvb¨©vkbvj d‡UvMªvwd 

†dw÷fvj (2017); BR›U BU 

UvBg BD †jU wg †Mv?, †e½j 

cvidg¨©vÝ AvU© DBK, XvKv 

(2016); †m‡fw›Ub_ Gwkqvb AvU© weGbv‡j, XvKv (2016) mn 

AviI Ab¨vb¨|



202

Para-Site, Hong Kong (2017); 9th Chobimela 

International Photography Festival (2017); Isn’t 

It Time You Let Me Go?, Bengal Performance 

Art Week, Dhaka (2016); 17th Asian Art Biennale, 

Dhaka (2016); among others.

HARANO SUR (LOST TUNE)
Performance with 30 musicians and 30 

harmoniums

How do we encapsulate time via our shared 

past? This performance engages us with sound 

we grew up with in South Asia, simultaneously 

recognising the receding path into so-called 

‘modernity.’ This project is co-commissioned 

by the Samdani Art Foundation and Liverpool 

Biennial, in association with Archaeology of the 

Final Decade and the New North New South 

performed as part of A Utopian Stage curated 

by Vali Mahlouji / Archaeology of the Final 

Decade.

SILAS RIENER 
(1983 –) 
Silas Riener is a graduate of Princeton 

University, and was a member of the Merce 

Cunningham Dance Company from 2007-

2012. His own work has been curated at the 

Serpentine Summer Pavilion, the Experimental 

Media and Performing Arts Center at RPI, the 

BFI Gallery in Miami, the Vail International 

Dance Festival, and in New York City at the 

Chocolate Factory, CATCH, The Invisible 

Dog, LMCC’s River to River Festival, and 

Danspace Project. He was a 2014 City Center 

Choreographic Fellow and a Mellon Artist-

in-Residence at the Newhouse Center for 

the Humanities at Wellesley College. He has 

collaborated with Rashaun Mitchell since 2009. 

wmjvm ivBbvi 
(1983-)
wmjvm ivBbvi wcªÝUb wek¦we`¨vj‡qi mœvZK Ges 2007-2012 

†gqv‡` gv‡m© Kvwbsn¨vg WvÝ †Kv¤úvwb’i m`m¨ wQ‡jb| Zvi KvR 

mv‡c©›UvBb mvgvi †dw÷fvj, w` G·‡cwi‡g›Uvj wgwWqv A¨vÛ 

cvidwg©s AvU©m †m›Uvi A¨vU AviwcAvB, w` weGdAvB M¨vjvwi 

Bb gvqvwg, w` fvBj B›Uvb¨©vkbvj WvÝ †dw÷fvj Ges wbD BqK© 

wmwU’i PK‡jU d¨v±wi, K¨vP, w` BbwfwRej WM, GjGgwmwm’m 

wifvi Uy wifvi †dw÷fvj I Wvb‡¯úBm cª‡R±-G wKD‡iU Kiv 

n‡q‡Q| wZwb 2014 mv‡j wmwU †m›Uvi †KvwiIMªvwdK †d‡jv 

wbe©vwPZ nb Ges I‡q‡jmwj K‡jR-Gi wbDnvDR †m›Uvi di w` 

wnDg¨vwbwUR-G, †g‡jvb-AvwU©÷-Bb-‡iwm‡WÝ wn‡m‡e †hvM`vb 

K‡ib| 2009 mv‡j wZwb ivkvDb wg‡Pj-Gi mv‡_ †hŠ_fv‡e 

KvR K‡ib|
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FIELD DANCES (1963), BY MERCE 
CUNNINGHAM, LED BY SILAS 
RIENER
Workshop and public performance

All visitors are welcome to participate

Silas Riener engages with local audiences and 

leads them through Merce Cunningham’s Field 

Dances workshop culminating in a site-specific 

performance. Inspired by children’s carefree, 

unstructured play, Field Dances was first 

performed in 1963 to music by John Cage with 

costumes designed by Robert Rauschenberg. 

Performed as part of A Utopian Stage curated 

by Vali Mahlouji / Archaeology of the Final 

Decade.

YASMIN JAHAN NUPUR 
(1979-)
WITH SANTAL PERFORMERS
Yasmin Jahan Nupur is a Bangaldeshi-born 

visual and performance artist whose work is 

influenced by the ecological and community/

public driven aspects of life. Depicting human 

relationships from various points of view, 

her work explores class distinctions and the 

social discrepancies people face—particularly 

women and migrants of South Asia—to increase 

understanding between people of different 

backgrounds. Her recent work has engaged 

deeply with architecture, and the idea of 

physical and social constructs affecting her 

psyche. She is a member of Britto Arts Trust 

in Bangladesh, and in 2015 was invited to 

attend a performance residency at the Delfina 

Foundation in London. Her work has featured 

in exhibitions internationally, including: Beyond 

Borders, Whitworth Art Gallery, Manchester 

(2017); the Serendipity Arts Festival, Goa 

(2016); the Dhaka Art Summit (2016 and 2014); 

the Bangladesh Pavilion, 54th Venice Biennale 

muvIZvj cvidg©vim
`w¶Y Gwkqvi AmsL¨ Avw`evmx †Mvôxi g‡a¨ muvIZvj GKwU| 

msL¨vq Zviv cªvq 50 j‡¶i gZ Ges DËi fviZ, †bcvj I 

evsjv‡`k Ry‡o Zv‡`i emevm|

Bqvmwgb Rvnvb b~cyi (1979-)
Bqvmwgb Rvnvb b~cyi GKRb evsjv‡`kx-es‡kv™¢~Z wfRy¨qvj I 

cvidg¨©vÝ wkíx hvi wkíKg© Rxe‡bi B‡KvjwRKvj I m¤cÖ`vq/

RbMY PvwjZ w`K¸wj Øviv cªfvweZ| wfbœ wfbœ cUf~wg †_‡K 

D‡V Avmv gvby‡li gv‡S cvi¯úwiK †evSvcov e„w×i j‡¶¨, 

wewfbœ Ae¯’vb †_‡K gvbweK m¤úK©‡K wPÎvwqZ Kivi gva¨‡g, 

Zvi wkíKg© A‡š^lY K‡i, gvbyl -we‡klZ `w¶Y Gkxq bvix I 

cwihvqx- mPivPi †hme †kªYx-ˆelg¨ Ges mvgvwRK Am½wZi 

gy‡LvgywL nq, †mme wel‡qi| Zvi mv¤cÖwZK KvR ¯’vcZ¨Kjv 

Ges Zvi wb‡Ri gb¯Í‡Ë¡i Dci cªfve we¯ÍviKvix ˆ`wnK I 

mvgvwRK fvebv mg~‡ni aviYvi mv‡_ wbweo ms‡hvM ¯’vcb 

K‡i‡Q| wZwb evsjv‡`‡ki e„Ë AvU©m Uªv÷-Gi GKRb m`m¨ Ges 

2015 mv‡j jÛ‡bi †Wjwdbv dvD‡Ûk‡b-G GKwU cvidg¨©vÝ 

†iwm‡WwÝ-‡Z †hvM w`‡Z Avgwš¿Z nb| Zvi KvR AvšÍR©vwZK eû 

cª`k©bx‡Z ¯’vb K‡i wb‡q‡Q, hvi g‡a¨ weqÛ eW©vm©, ûBUIqv_© 

AvU© M¨vjvwi, g¨vb‡P÷vi (2017); w` †m‡ibwWwcwU AvU© 

†dw÷fvj, †Mvqv (2016); w` XvKv AvU© mvwgU (2016 Ges 

2014); w` evsjv‡`k c¨vwfwjqb, 54Zg †fwbm weGbv‡j 

(2013); Ges w` Gwkqvb AvU© weGbv‡j, XvKv (2013, 2008) 

AšÍf©y³| Gwkqvb AvU© weGbv‡j-i Dfq Avm‡iB Zvi AšÍf©yw³ 

Abv‡iej †gbkb A¨vIqvW© Øviv mv`‡i M„nxZ nq|
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(2013); and the Asian Art Biennale, Dhaka (2013, 

2008), where she received the Honourable 

Mention Award for her inclusion in both 

editions.

The Santals belong to one of the many 

indigenous populations of South Asia. They 

number approximately 5 million people and are 

scattered throughout the North India, Nepal 

and Bangladesh. 

ENEJ (DANCE) (2018) 
Performance

Collaborating with the Indigenous Santal 

people, this performative dance and video 

series breaks down language barriers through a 

process of body movements and participatory 

dances, telling stories about life, spirituality, 

and culture, to create a bridge between city 

and local dialects, cultures and lost languages. 

Performed as part of A Utopian Stage curated 

by Vali Mahlouji / Archaeology of the Final 

Decade.

Yasmin Jahan Nupur:  Enej (Dance) (2016). performance still.  Courtesy of the artist.  
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PROGRAMME 
At the Entrance to the Bangladesh Shilpakala 
Academy

FRIDAY 2 FEBRUARY

10AM Harano Sur (Lost Tune)

12.30PM Like Water on Hot Rocks

2.30PM Harano Sur (Lost Tune)

4.45PM Field Dances (1963)

6.30PM Purity (2013) 

SATURDAY 3 FEBRUARY

10AM Harano Sur (Lost Tune)

12.30PM Field Dances (1963)

2PM Harano Sur (Lost Tune)

4.30PM Like Water on Hot Rocks

6.30PM Purity (2013) 

SUNDAY 4 FEBRUARY

10AM Harano Sur (Lost Tune)

3PM Harano Sur (Lost Tune)

6.30PM Purity (2013) 

MONDAY 5 FEBRUARY

10.30AM Enej (Dance) (2016)

12.00PM Like Water on Hot Rocks

2.15PM Purity (2013) 

4PM Musical Interlude

TUESDAY 6 FEBRUARY

10.30AM Enej (Dance) (2016)

11.45AM Purity (2013) 

12.30PM Like Water on Hot Rocks

3.15PM Purity (2013) 

4PM Enej (Dance) (2016)

WEDNESDAY 7 FEBRUARY

11.45AM Like Water on Hot Rocks

2.15PM Purity (2013) 

3PM Musical Interlude

4PM Enej (Dance) (2016)

THURSDAY 8 FEBRUARY

10AM Like Water on Hot Rocks

1.15PM Purity (2013) 

2PM Musical Interlude

4.30PM Purity (2013)

FRIDAY 9 FEBRUARY

10AM Like Water on Hot Rocks

1PM Purity (2013) 

1.45PM Musical Interlude

4PM Purity (2013)

SATURDAY 10 FEBRUARY

10AM Like Water on Hot Rocks

12.45PM Purity (2013) 

1.30PM Musical Interlude

3.45PM Purity (2013)
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MEDIATION TOOL

TALK TO ME

Want to interact with another visitor and find 

out what they think about the exhibitions and 

the artworks?  Tear out the sign on the right of 

this text to carry with you while you visit the ex-

hibitions, ensuring it is visible to other visitors, 

so they know to talk to you.  If you see someone 

else carrying this sign, go talk to them.  

Ask them two questions about the exhibition 

that you are currently contemplating and let 

them ask you their questions.  If you don’t want 

to forget your questions, write them on the bot-

tom of this page. 

Need help, or feeling a little nervous to start a 

conversation with a stranger, look for the Art Me-

diators who will be wearing one of our media-

tion his:   

Want to share it with everyone?  Share it to any 

of the social media platforms below and tag us 

#das2018

GB c«`k©bx A_ev ‡Kvb wkíKg© m¤ú‡K© Ab¨iv wK fve‡Q 
Rvb‡Z Pvb, A_ev Av‡jvPbv Ki‡Z AvM«nx? Wvb cv‡ki 
mvBbwU wQu‡o wb‡q mevB ‡`L‡Z cvq ‡mfv‡e nv‡Z wb‡q 
Nyi‡Z _vKyb, ‡hb Ab¨iv Rv‡b Avcwb K_v ej‡Z AvM«nx| 
Ab¨ Kv‡iv nv‡Z GB mvBbwU ‡`L‡jI K_v ej‡Z GwM‡q 
‡h‡Z cv‡ib|

GB gyû‡Z© ‡h KvRwU Avcbv‡K fvwe‡q Zyj‡Q, Zv wb‡q 
c«kœ K‡i ‡dj‡Z cv‡ib Ges Zv‡KI c«kœ Kivi my‡hvM 
w`b| Avcbvi c«kœ ev DËi¸‡jv g‡b ivL‡Z PvB‡j GB 
KvM‡R wj‡L ivL‡Z cv‡ib|

‡Kvb mvnvh¨ c«‡qvRb n‡j A_ev AcwiwPZ Kvi mv‡_ K_v 
ej‡Z A¯^w¯’ ‡eva Ki‡j, GKRb AvU© ‡gwW‡qUi ‡K Lyu‡R 
‡ei Kiyb hv‡`i ci‡b i‡q‡Qt  
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TALK
TO ME

TALK
TO ME

Peelable / Pasted Sticker
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ONE HUNDRED THOUSAND 
SMALL TALES

GK kZ mnmª ‡QvU Mí  

SHARMINI PEREIRA

kwg©bx †c‡iiv

Image: Kannan Arunasalam, Paper (2011), 

film still. Courtesy of the artist.  
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In 2003, Cheran, a leading contemporary  

Tamil poet, published a poem where he  

described how a 

“… bridge, strengthened by its burden

of a hundred thousand tales collapses

within a single tear.”  

This exhibition draws its title, and curatori-

al impetus, from the somewhat fantastical 

exercise of imagining how the poem’s burden 

of countless tales might be conceived as an 

exhibition. To this end, it views the collapse of 

a physical structure as a tipping point that gives 

rise to a body of knowledge, of excessive and 

epic proportions, and how this excess might be 

displayed, arranged, catalogueued and under-

stood. From afar, this exhibition addresses the 

task of recording an art history in terms of an 

artistic output that bore witness to many narra-

tives, episodes, and accounts of what has come 

to pass in Sri Lanka during its recent history. Up 

mgmvgwqK GKRb wewkó Zvwgj Kwe ‡PivY 2003 mv‡j 

GKwU KweZv cªKvk K‡ib †hLv‡b wZwb eY©bv K‡ib 

wKfv‡e GKwU eªxR Gi kZ mnmª †QvU Mímg~‡ni fvi Øviv 

kw³kvjx n‡q D‡V, Avevi wKfv‡e GKwUgvÎ Akªywe›`y/ wQu‡o 

hvIqvi ga¨ w`‡q (Kwe tear kãwU Ak«y ‡dvuUv Ges wQu‡o 

hvIqv, `y‡UvB †evSv‡Z †P‡q‡Qb), GwU †f‡½ c‡o hvq| 

ÔAmsL¨ M‡íi fviÕ wKfv‡e GKwU cª`k©bx iƒ‡c Kíbv Kiv 

†h‡Z cv‡i- Ggb †Lqvjx wPšÍvi PP©v †_‡K GB cª`k©bxwUi 

wKD‡i‡Uvwiqvj †cªiYv Av‡m Ges UvB‡Uj w¯’i Kivi welqwU 

N‡U| GB ch©šÍ, GKwU †fŠZ KvVv‡gvi cZb AwZkq Ges 

gnvKvwe¨K Abycv‡Z Áv‡bi K‡je‡ii DÌvb Gi Ges GB 

DØZ© wKfv‡e cª`wk©Z, Av‡qvwRZ, ZvwjKvfy³ Ges Dcjä 

n‡Z cv‡i Zvi Bw½Z enb K‡i| `~i †_‡K GB cª`k©bxwU 

kªxj¼vi bvbvb AvL¨vb, DcvL¨vb Ges mv¤cÖwZK BwZnv‡mi 

NUbv¸‡jvi Av‡jv‡K bvbvb ‰kwíK cª‡Póvmg~n‡K wkíKjvi 

BwZnv‡m wjwce× Kivi cÖqvm K‡i|  KvQ †_‡K GwU kªxj¼vi 

wkíx‡Mvôx¸‡jvi kw³‡K Ges Zv‡`i iƒc †`Iqv wkíKg©¸‡-

jvi cªwZ Ggbfv‡e m¤§vb cª`k©b K‡i †hb Zv KweZvwUi ÔkZ 

mnmª MíÕi cvw_©e cªwZfvm| Ggb Ki‡Z wM‡q, GB cª`k©bxwU 

cªwZwU wkíKg©‡K Zvi Mí ejv, bZyb K‡i ejv, Mí †_‡K 

m‡i Avmv, M‡íi ms‡kvab Kiv wKsev Pyc _vKvi m¤¢vebv Aby-

ALAI, A. MARK, ANOLI PERERA , ARJUNA GUNARATHNE, AUBREY COLLETTE, BANDU 
MANAMPERI, CASSIE MACHADO, CHANNA DASWATTE, ASANGA WELIKALA AND SANJA-

NA HATTOTUWA, CHANDRAGUPTHA THENUWARA, G. SAMVARTHINI, GODWIN CON-
STANTINE, IRUSHI TENNEKOON, SUMEDHA KELEGAMA, SUMUDU ATHUKORALA, JAGATH 

WEERASINGHE, KANNAN ARUNASALAM, KINGSLEY GUNATILLAKE KUSAL GUNASEKA-
RA, LAKI SENANAYAKE, LALEEN JAYAMANNE, LIONEL WENDT, BASIL WRIGHT, JOHN 

GRIERSON, M. VIJITHARAN, MANORI JAYASINGHE, MUHANNED CADER ,NILANI JOSEPH, 
NILLANTHAN,PRADEEP THALAWATTE, RUHANIE PERERA,S. H. SARATH, SARATH KUMARA-

SIRI, STEPHEN CHAMPION, SUJEEWA KUMARI, TILAK SAMARAWICKREMA, TISSA DE 
ALWIS, TISSA RANASINGHE, T. KRISHNAPRIYA, T. SHANAATHANAN, T. P. G. AMARAJEEWA, 

W. J. G. BELING
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cloose, it recognises the strength of Sri Lanka’s 

artistic communities, and the artworks that they 

have given form to, as the material manifesta-

tion of the poem’s ‘hundred thousand tales’. In 

doing so, the exhibition positions each artwork 

as a unique tale, seeing the potential each one 

possesses to tell a story, retell a story, depart 

from a story, correct a story, or to remain silent. 

Conceived first and foremost as an inventory 

of artwork, this exhibition asks if the poem’s 

evocation of a collapsing bridge, burdened by 

its load, awakens our ever-growing impulse to 

archive. The unlikely intervention of ‘a single 

tear’  that culminates in the bridge’s collapse, 

introduces the element of grief, and the archival 

impulse to document all that is disappearing. 

Like the fateful bridge in Cheran’s poem, where 

strength is gained through the accumulation 

of tales that bring about its downfall, this 

exhibition simultaneously acknowledges how 

the task of trying to archive and represent a 

S.R. Kanagasabai: reproducion of Blackout (1948), originial no 

longer exists.  Courtesy Sharmini Pereira.  

hvqx h_vh_ ¯’v‡b iv‡L| 

aviYvcªm~Z cª_g eY©bvg~jK wk‡íi ZvwjKv wn‡m‡e GB 

cª`k©bxwU ïavq †h wbR fv‡i fvivµvšÍ n‡q †f‡½ cov GB 

eªx‡Ri AvnŸvb AvK©vBf Kivi Rb¨ Avgv‡`i wPiµgea©gvb 

Zvobv‡K RvwM‡q †Zv‡j wK bv| GKwU Ak«ywe›`yi  Ab-

vKvw·ÿZ n¯Í‡¶c, hv eªx‡Ri cZb‡K me©‡Zvfv‡e wbwðZ 

K‡i, welv‡`i GK Dcv`v‡bi Ges mewKQy hv nvwi‡q hv‡”Q Zv 

AvK©vBf Kivi GK ZvwM‡`i m~ÎcvZ K‡i| ‡Piv‡Yi KweZvi 

†mB Aek¨¤¢vex eªx‡Ri gZ †hLv‡b cZb AvbqbKvix mKj 

M‡íi mÂq †_‡K kw³ AwR©Z nq, GB cª`k©bxwU AvK©vBf 

Kivi cª‡Póv‡K ¸iæZ¡ w`‡q †`‡L Ges GKBm‡½ Awbevh©fv‡e 

¯^xq Kg©fv‡i ¶qcªvß n‡q hvIqv AvL¨vbag©x Awfe¨w³mg~‡ni 

GKwU BwZnvm‡K cªwZwbwaZ¡ Kivi cªqvm K‡i|  ms‡¶‡c ejv 

hvq, †Kvb cª`k©bxB mewKQy- hv Av‡Q Ges cª`k©bxi Av‡jv‡K 
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history of narrative expressions will inevitably 

be consumed by its own undertaking. In short, 

no exhibition can adequately represent all that 

there is, and in the context of this exhibition, all 

that there was. 

II

 Any exhibition that takes a historical 

purview over the modern and contemporary 

period in Sri Lanka faces numerous issues, not 

in terms of artists, but in regard to locating their 

works. The hostile climate means many works 

perish or require urgent stabilization and con-

servation after a few years. Meanwhile, as one 

contemporary artist laments: “The works some 

relatives have bought have disappeared from 

the walls to be replaced by photos of grand-

children. I’m almost too scared to ask what has 

become of them.” Such are the perils of grand-

children and family tastes but also the reality 

of the more serious problem that there are too 

few public and private collections committed to 

the task of housing and caring for such works. 

The death of the last surviving member of Sri 

Lanka’s internationally famed ‘43 Group, Richard 

Gabriel (b.1924) at the age of 92 in February 

2016, also reminds us that many important oral 

histories are fast disappearing, as figures of 

immense importance to Sri Lanka’s modernist 

period, pass away. Another overlooked area of 

research, involves locating artworks that went 

missing during the country’s conflict. Original 

artworks by important figures like the contem-

porary artist A. Mark (1933-2000), aka Mark 

1. Chearan, ‘Chemmani’, A Second Sunrise – Poems by Cheran, 

Edited and translated from the Tamil by Lakshmi Holmström and 

Sascha Ebeling, Navayana Publishing, New Delhi, 2012. p.93.

mewKQy-hv wQj Zvi cªwZwbwaZ¡ K‡i DV‡Z cv‡i bv|

2.

kªxj¼vi AvaywbK Ges mgmvgwqK ce© wb‡q KvR K‡i Ggb 

†h †Kvb cª`k©bx‡KB A¸wYZ mgm¨vi m¤§yLxb n‡Z nq, 

Z‡e Zv wkíx‡`i wb‡q bq, Zv‡`i KvR wb‡q| cªwZK~j 

Rjevqyi Kvi‡Y eûKvR webó n‡q †M‡Q| †h¸‡jv †eu‡P Av‡Q 

†m¸‡jvi AwZmZ¡i ÷¨vwejvB‡Rkb Ges KbRvi‡fkb Kiv 

cª‡qvRb| GKRb mgmvgwqK wkíx Av‡¶c K‡i e‡j‡Qb, 

ÒwKQy AvZ¥x‡qi µq Kiv wkíKg©¸‡jv Zv‡`i †`qvj †_‡K 

µ‡g m‡i hv‡”Q, Avi †mLv‡b ¯’vb cv‡”Q Zv‡`i bvwZ-

bvZwb‡`i d‡Uv| Avgvi Zv‡`i wR‡Ám Ki‡Z cªvq fq jv‡M 

†h KvR¸‡jvi Kx nj|Ó AvšÍR©vwZKfv‡e L¨vZ Õ43 Mªyc 

Gi me©‡kl RxweZ m`m¨ wiPvW© M¨vweª‡q‡ji g„Zy¨ (2006 

mv‡j 92 eQi eq‡m) Avgv‡`i g‡b Kwi‡q †`q kªxj¼vi 

AvaywbKZvev`x c‡e©i ¸iæZ¡c~Y© e¨w³Z¡mg~‡ni mv‡_ mv‡_ 

Acwi‡gq †gŠwLK BwZnvmI `ªæZ nvwi‡q hv‡”Q| M‡elYvi 

Av‡iKwU D‡cw¶Z †¶Î nj kªxj¼vi msNl©mg~‡ni mgq 

nvwi‡q hvIqv wkíKg©¸‡jvi Ae¯’vb Luy‡R †ei Kiv| G. 

gvK© (1933-2000) Ii‡d gvK© gv÷vi bv‡g mgmvgwqK 

Av‡iKRb cªL¨vZ e¨w³‡Z¡i Avmj KvR¸‡jv †Kvb KviY 

QvovB aŸsm K‡i †djv n‡q‡Q| ZiæY cªR‡b¥i Zvwgj 

wkíx‡`i Kv‡Q cªfve we¯ÍviKvix eo e¨w³Z¡ wn‡m‡e AvR 

wKfv‡e gvK©‡K ey‡S DVv n‡e Ges Zv Kx cªfve †dj‡e hLb 

Zvi KvR Ges wPÎmg~n Abycw¯’Z ? 

GB cª`k©bxi Ab¨Zg cªavb wkíKg©¸‡jvi GKwU nj Gm. 

Avi. KvbvMvwmevB(19??-1955) Gi GKwU †cBw›Us| G‡Z 
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Master, have largely been destroyed or are not 

accounted for. Discussed as a major influence 

on a generation of younger Tamil artists, how 

does the absence of Mark’s works, and images, 

impact on how he is understood today? 

A case in point is a painting by S. R. Kanaga-

sabai (b. 1901, d.1964). The painting shows a 

deserted road. Three Palmyrah trees, a native 

species from Sri Lanka’s northern province, 

loom high in the distance. Silhouetted against 

a dark sky, the palms patrol the landscape like 

sentinels. What appears to be a full moon casts 

a reflection on the empty road. The elliptical 

glow of a lone lamp post and a pair of circular 

car lights from an approaching vehicle, provide 

the only other sources of light. Together, these 

four elements form one of the most beautiful 

studies of light within a landscape. Stacked in 

intervals above one another, they appear on 

the picture plane as abstract forms; gestur-

ing towards a modernist language within the 

confines of a realistically observed landscape. 

What makes this painting an unrivalled work, is 

that it was painted in 1948, when experiments 

with abstraction had barely commenced. 1948 

is also the year Sri Lankan gained its indepen-

dence. Ominously titled Black Out, the painting 

appears to foreshadow not only the country’s 

descent into darkness during the civil war, but 

also the developments of a modernist language. 

Unfortunately, the work disappeared during the 

conflict. To date, it has not been traced. All that 

remains is a digital image.

2. Cheran’s poems contain many references to wells, rivers, rain, 

tears and most notably the sea, which he figuratively positions 

as the standpoint from which to view the land or shoreline intro-

ducing the idea of contrary subject positions and perspectives. 

His first poem from 1975 was notably titled “Kadal” (The Sea).
3. Author in conversation with an artist in the exhibition

GKwU wbR©b iv¯Ív †`Lv‡bv nq| wKQy `~iZ¡ AšÍi AšÍi i‡q‡Q 

wZbwU ZvjMvQ †h¸‡jv kªxj¼vi DËi cª‡`‡ki GK cªRvwZ| 

Av‡jvi wecix‡Z wmjy‡qU n‡q _vKv GB ZvjMvQ ¸‡jv †hb 

cªnixi gZ j¨vÛ‡¯‹cwU‡K cvnvov w`‡”Q| g‡b n‡”Q †hb 

c~wY©gvi Puv` iv¯Ívq Zvi Av‡jvi cªwZdjb w`‡q P‡j‡Q| 

wP‡Îi Ab¨ Av‡jvi Drm¸‡jv nj- GKwU wbm½ Ôj¨v¤ú‡cv÷Õ 

Gi Dce„ËvKvi `y¨wZ Ges AMªmigvb †Kvb Mvwoi GK‡Rvov 

e„ËvKvi Av‡jv| GB Pvi Av‡jvKDrm ev Dcv`vb j¨vÛ‡¯‹‡c 

Av‡jvi Lye PgrKvi ÷vwW¸‡jvi GKwU DËg `„óvšÍ| cici 

wbw`©ó `~i‡Z¡ Av‡jv¸‡jv wPÎZ‡j Ggbfv‡e weg~Z© dg© n‡q 

D‡V †hb †m¸‡jv j¨vÛ‡¯‹‡ci g‡a¨ GK AvaywbK fvlvi 

Bw½Z K‡i| GB †cBw›UswU AuvKv n‡qwQj 1948 mv‡j 

A_P Ge÷ªvKkb wKsev weg~Z©Zv wb‡q G·‡cwi‡g›U ZLbI 

ïiæB nq wb| GB e¨vcviwU †cBw›UswU‡K Av‡iv AZyjbxq 

K‡i †Zv‡j| 1948 mv‡jB kªxj¼v ¯^vaxbZv AR©b K‡i| 

Avk¼vRbKfv‡e Ôeø¨vKAvDUÕ kxl©K †cBw›UswU M„nhy‡×i Zg-

mv”QbœZvq AeZiY-Gi cvkvcvwk AvaywbKZvev`x GK fvlvi 

Dbœqb-Gi c~e©vfvm †`q| `yf©vM¨RbKfv‡e, GB KvRwUi 

GKwU wWwRUvj QweB †Kej cvIqv hvq|  

3.

GK kZ mnmª ‡QvU Mí cª`k©bxwU 1948 mv‡j kªxjsKvi 

¯^vaxbZvq ‡bZ…Z¡ cª`vb ‡_‡K ïiæ K‡i eZ©gvb w`b ch©šÍ kªx-

jsKvq wkí (AvU©) ‰Zixi wewfbœ cš’v wek`fv‡e eY©bv Kivi 

GKwU m¤¢ve¨ m~Pbv cª`vb K‡i| Z_vKw_Z gv÷vi-wcm¸‡jvi  

Dci g‡bv‡hvM ‡`qvi ‡P‡q eis wewfbœ cªR‡b¥i wkíx‡`i 

Kiv KvM‡Ri Dci wkíKg©, wPÎfvl, w¯’iwPÎ, Pjw”PÎ, fv®‹h© 

Ges A¨vwb‡gkb Gi cvkvcvwk AvK©vBf Kivi gZ wewfbœ 

Dcv`vbmn mvs¯‹…wZK dj‡bi ¶y`ªZi A_P Av‡iv webqx 

Awfe¨w³mg~n cªKv‡ki GKwU cš’v cª`k©bxwU bw_f~³ K‡i 

hv Zv‡`i (wkíx‡`i) AÂj Ges Ae¯’vb ‡evSvcovq wbR¯^ 

mvs‡KwZK Zvrch© aviY K‡i| 

GB cª`k©bxi mKj wkíKg© c~‡e© GKevi n‡jI cª`wk©Z 

n‡q‡Q| MZ K‡qK `k‡K n‡q hvIqv AmsL¨ cª`k©bx¸‡jvi 

Kv‡Q Ges eû wPÎwkíx, wKD‡iUi, Kv‡jw±f, ‡jLK, 

Kv‡j±i, cªwZôv‡bi Kv‡Q GB cª`k©bxwU we‡klfv‡e 

FYx| 
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III

 Beyond the loss of artworks, the con-

flict between the Sri Lankan government and 

the Tamil Tigers casts a long shadow over the 

country’s art scene, as would be expected from 

a conflict that spanned more than five decades. 

In the face of hardship and adversity, however, 

artists found ways to practice, exhibit, teach, 

undertake study and cultural exchanges over-

seas as well as set up artist-led initiatives on 

the island. So much so that in 2008, I suggested 

that “the cause of the country’s slow demise 

into war, ... has also created the circumstances 

for the ascendancy of a new wave of artistic 

engagement”. Ten years on, I would reconsider 

this ascendency with greater interconnectivity 

and not in the singular but in relation to the 

advent of several other waves. The inclusion in 

the exhibition of the Jaffna based journal Alai 

brings to light one such example. The literary 

and arts magazine Alai which means ‘wave’ in 

Tamil, a linguistic pun on the European new 

wave film movement, was launched in 1975 and 

published counter-narratives to the national 

question through its editorial content and book 

covers. Similarly, the last decade has started to 

produce more scholarship  on the modern and 

contemporary period, building up a much-need-

ed critical body of research and writing in 

English. The need, however, to bring a long view 

perspective to the artistic outputs from the 

lead up to independence to the present day is 

of utmost importance if greater complexity is 

to be aimed for. Such a complexity would need 

to contend with the three languages – English, 

Sinhala and Tamil, to acknowledge the existence 

of comparative narratives. It would also require 

going beyond the biographical linear narratives 

of artistic careers and need to grapple with the 

5. Ibid p. 206
6. For a comprehensive discussion of recent scholarship in 

English see: T. Shanaathanan, https://www.aaa.org.hk/en/

resources/bibliographies/shortlist-sri-lanka. “Modernism in Sri 

Lankan art emerged from a set of crosscurrents: a process of 

westernisation over 600 years of European colonial rule; the 

emergence of local nationalisms; and the sentiments of Indian 

freedom movements. In 1896, the British colonial government 

introduced a course in painting and drawing at the Government 

Technical College; however, Christian imagery, watercolour 

painting, colonial photography, and the engravings of visiting 

artists (amateur and professional) effectively shaped art prac-

tice by pushing it towards representationalism.”
7. See Sri Lanka: Connected Art Histories, edited by Sujatha 

Arundathi Meegama; Vol. 69 No. 2, December 2017, The Marg 

Foundation, Mumbai

immense task of art cataloguing and undertak-

ing cloose readings of the extant artworks. With 

some of these concerns in mind, One Hundred 

Thousand Small Tales positions itself as a 

working document of objects. As a display, it 

traces relationships between specific works and 

between specific artists. While it has selected 

artworks that have been easy to transport, it 

also includes artworks works that are not atyp-

ical of an artist’s practice alongside works that 

are paradigmatic. In this respect, most of the 

art works selected for this exhibition have been 

previously exhibited. This exhibition is therefore 

much indebted to the countless exhibitions that 

have taken place over previous decades, and 

the efforts of many artists, curators, collectives, 

writers, collectors and organisations, as well as 

those to come.
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LANGUAGE
BOOKS
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SOMETHING TO THINK ABOUT
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mvBjb 

Think about the question below as you experience One Hundred 
Thousand Small Tales  
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A. MARK
(b. 1933 in Kurunagar, Sri Lanka, d. 2000)

A. Mark (AKA Mark Master) joined the 

Colombo Fine Arts College in 1953 and was 

taught by the then principal of the school David 

Paynter (1900-1975). He held an exhibition of 

his work at the Colombo Fine Arts College 

in 1955. In 1957, after completing his studies 

he got second prize in an exhibition held at 

Colombo Kalabhavana. He was appointed 

as a teacher at Hartley College, Point Pedro 

where he worked until 1977. During this time, 

he established the Holiday Painter’s Group 

who held several exhibitions over a ten-year 

period at the Municipal Council Hall, Jaffna. In 

1976 he was appointed as a teacher at Kokuvil 

Hindu College and it was here that his work 

began to give rise to the distinctive figurative 

works that he is recognised by. As the war in Sri 

Lankan escalated Mark’s work began to explore 

themes related to agony and destruction, 

often employing Christian imagery. His last 

phases of work on old newspapers, and found 

G. gvK©
(1933 - 2000, Rb¥ - KziæbMi, kÖxjsKv)

G. gvK© (Ii‡d gvK© gv÷vi) 1953 mv‡j Kj‡¤^v 
dvBb AvU©m K‡j‡R ‡hvM`vb K‡ib Ges ZrKvjxb 
cÖavb wk¶K ‡WwfW ‡cB›Uv‡ii (1900-1975) 
Gi wbKU wk¶v jvf K‡ib| wZwb 1955 mv‡j 
Kj‡¤^v dvBb AvU©m K‡j‡R Zvi Kv‡Ri GKwU 
cÖ`k©bx K‡ib| ‡jLvcov ‡k‡l 1957 mv‡j Kj‡¤^v 
Kjvfe‡b AbywôZ GKwU cÖ`k©bx‡Z wZwb wØZxq 
cyi¯‹vi jvf K‡ib| wZwb c‡q›U ‡c‡W«vi nvU©wj 
K‡j‡R wk¶K wn‡m‡e wbhy³ nb, ‡hLv‡b wZwb 
1977 mvj ch©šÍ KvR K‡ib| GB mgq wZwb nwj‡W 
‡cB›UviÕm MÖæc cÖwZôv K‡ib hv Rvdbv ‡cŠi 
KvDwÝj nj G `k eQ‡i K‡qKwU cÖ`k©bx K‡i| 
1976 mv‡j wZwb ‡KvKzwfj wn›`y K‡j‡R wk¶K 
wnmv‡e wbhy³ nb; GLv‡bB Zvi cwiPvqK aviv 
weKvk jvf K‡i| kÖxjsKvq hy‡×i cÖ‡Kvc e…w×i 
mv‡_ mv‡_ gvK© hš¿Yv Ges aŸs‡mi _xg¸wj wb‡q 
KvR Ki‡Z ïiæ K‡ib, ‡hLv‡b cÖvqB wZwb e¨envi 
Ki‡Zb wL«÷xq `…k¨Kí| ‡k‡li w`‡K Zvi Kiv 
cyiv‡bv msev`cÎ I Lyu‡R cvIqv e¯Íy wb‡q KvR¸‡jv 
m¤¢eZ me‡P‡q cix¶vg~jK, hvi AwaKvskB aŸsm 

A. Mark, Last Super (1993), acrylic on canvas. Courtesy of the artist. Private Collection, 

Batticaloa. 
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objects, are perhaps his most experimental 

works, most of which have been destroyed. 

Many of his paintings were published on 

the cover of Alai magazine – a Jaffna based 

literary journal first published in 1975.

ANOLI PERERA
(b. 1962, Colombo, Sri Lanka, lives and works, New Delhi, India)

Anoli Perera received a Degree in Liberal Arts 

from the University of Colombo in 1984, and a 

Post Graduated Diploma in International Affairs 

from the Bandaranaike Center for International 

Studies, Colombo in 1986. In 1991 she did an 

apprenticeship under 

sculptor Milt Liebson. 

Her selected exhibitions 

include: A Tale of Two 

Cities, Indira Gandhi 

National Center for Arts, 

New Delhi, India (2017); 

Excavation/ Eruption: 

Imagined Futures and 

Reconstructed Pasts, 

Bikaner House, New 

Delhi, India (2016); and 

Serendipity Revealed, 

Brunei Gallery, London, 

UK (2014). In 2002, she 

was a Visiting Artist 

in Residence at the 

Faculty of Creative 

Arts, University of 

Wollongong, Australia, 

and participated in 

the residency Art Exchange Programme 

in the 2nd Fukuoka Asian Art Triennale. 

Her curatorial projects include: Curatorial 

Histories: A Retrospective Exhibition of Women 

Programme at Sapumal Foundation Gallery, 

Colombo (2000); and (A)critical Intimacy, 

Harold Peiris Gallery, Colombo (2006). 

Anoli Perera, I Let My Hair Loose, Protest Series III (2010), 

ink jet on hahnemuhle paper. Courtesy of the artist and 

Shrine Empire gallery, New Delhi. 

n‡q ‡M‡Q| 1975 mv‡j cÖ_g cÖKvwkZ Rvdbv 
wfwËK mvwnZ¨ cwÎKv AvjvB g¨vMvwR‡bi cÖ”Q‡` 
Zvi ‡ek K‡qKwU ‡cBw›Us cÖKvwkZ n‡qwQj|

Av‡bvwj ‡c‡iiv
(Rb¥t 1962, Kj‡¤^v, kÖxjsKv; emevm I Kg©¯’jt 
bqvw`wjø, fviZ)

Av‡bvwj ‡c‡iiv 1984 mv‡j Kj‡¤^v wek¦we`¨vjq 
‡_‡K wjev‡ij AvU©‡m mœvZK Ges 1986 mv‡j 
Kj‡¤^vÕi e›`ibv‡q‡K ‡m›Uvi di B›Uvib¨vkbvj 
÷vwWR ‡_‡K mœvZ‡KvËi wW‡c vgv AR©b K‡ib| 
1991 mv‡j wZwb fv¯‹i wgë wjem‡bi Aax‡b 

wk¶vbwekx K‡ib| Zvi 
wbe©vwPZ cÖ`k©bx¸wj njt 
G ‡Uj Af Uy wmwUR, 
Bw›`iv MvÜx b¨vkbvj 
‡m›Uvi Ad&  AvU©m, wbD 
w`wjø, fviZ (2017); 
G·K¨v‡fkb/ Bivckb: 
BgvwRbW&  wdDPvim A¨vÛ 
wiKb÷«v‡±W cv÷, weKvbxi 
nvDm, w`wjø, fviZ (2013); 
Ges ‡m‡ibwWwcwU wifxjW&, 
e&i“bvB M¨vjvwi, jÛb, 
Bsj¨vÛ (2014)| 2002 
mv‡j, wZwb A‡÷«wjqvi 
I‡jvbMs wek¦we`¨vj‡qi 
wµ‡qwUf AvU©m Abyl‡`i 
AvevwmK AwZw_ wkíx wQ‡jb 
Ges 2q dyKzIKv Gwkqvb 
AvU© wÎevwl©Kx‡Z ‡iwm‡WwÝ 
AvU© G·‡PÄ ‡cÖvMÖv‡g 
AskMÖnY K‡ib| Zvi 

ZË¡veavqbg~jKcÖKí¸‡jv nj: Kzwi‡Uvwiqvj wn÷wi: 
G ‡i‡Uªv‡¯úKwUf Gw·wekb Ad&  DB‡gb ‡cÖvMÖvg, 
mcygvj dvD‡Ûkb M¨vjvwi, Kj‡¤^v (2000); 
Ges(G) wµwUKvj Bw›Ug¨vwm, n¨viì ‡cwim M¨vjvwi, 
Kj‡¤^v (2006)|
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ARJUNA GUNARATHNE 
(b. 1976, Matale, Sri Lanka, lives and works, London, UK)

Arjuna Gunarathne completed a Drawing and 

Painting Programme at the Vibhavi Academy 

of Fine Arts (VAFA), Colombo between 1998 

and 2002. He studied Miniature Painting at 

the Beacon House National University in 

Pakistan from 2003 to 2004 and he is currently 

completing his MA Drawing at the Royal 

Drawing School, London. 

His selected exhibitions 

include: Me, Myself 

& I (solo), Barefoot 

Gallery, Colombo 

(2010); Artful Resistance, 

Crisis & Creativity in 

Sri Lanka, Museum of 

Ethnology, Vienna (2008); 

The Urban and the 

Individual, Phenomenal 

Gallery, Colombo, 

Sri Lanka (2004); 

Exhibition of Paintings 

(solo), ROHTAS 2 

Gallery, Lahore, Pakistan (2004); Aham/

Puram, Jaffna Public Library, Jaffna (2004); 

and Uncommemorative Commemoration, 

VAFA Gallery, Colombo (2003).

AUBREY COLLETTE
(b. 1920, Colombo, d. 1992, Colombo, Sri Lanka)

Aubrey Collette worked as an art teacher at 

the Royal College, Colombo before taking up 

the position of political cartoonist at the Times 

of Ceylon in 1946, a post he held until the 

early 1960s when he migrated to Australia. He 

was one of the founding members of the `43 

Group—a group of modern mid-20th century 

artists established in 1943—which is recognised 

as being Sri Lanka’s first modernist collective. 

Arjuna Gunarathne, Me, Myself and I (detail) (2010), pen on 

paper. Courtesy of the artist. on hahnemuhle paper. Courtesy 

of the artist and Shrine Empire gallery, New Delhi. 

AR©ybv ¸bvi‡Zœ
(Rb¥t 1976, gvZvj, kÖxjsKv; emevm I Kg©¯’jt 
jÛb, hy³ivR¨)

AR©ybv ¸bvi‡Zœ 1998 ‡_‡K 2002 ch©šÍ KjKvZvq 
wefex A¨vKv‡Wwg Ad&  dvBb AvU©m&  (wfGGdG) 
-G W«wqs I ‡cBw›Us G ‡Kvm© m¤úbœ K‡ib| wZwb 
2003 ‡_‡K 2004 mvj ch©šÍ cvwK¯Ív‡bi exKb 
nvDm b¨vkbvj BDwbfvwm©wU‡Z wgwb‡qPvi ‡cBw›Us 

Aa¨qb K‡ib Ges eZ©gv‡b 
wZwb iq¨vj W«wqs ¯‹yj, 
jÛb-G W«wqs wb‡q Gg.G. 
Ki‡Qb| Zvi wbe©vwPZ 
cÖ`k©bx¸wji g‡a¨ i‡q‡Qt 
wg, gvB‡mjd&  GÛ AvB 
(GKK), ‡eqvidyU M¨vjvwi, 
Kj‡¤^v (2010); AvU©dyj 
‡iwR÷¨vÝ, µvBwmm GÛ 
wµ‡qwUwfwU Bb kÖxjsKv, 
G_‡bvjwR Rv`yNi, wf‡qbv 
(2008); `¨v Avievb 
GÛ w` BbwWwfRyqvj, 
‡d‡bv‡gbvj M¨vjvix, 
Kj‡¤^v, kÖxjsKv (2004); 

‡cBw›Usm cÖ`k©bx (GKK), AviIGBPwUGGm 2 
M¨vjvwi, jv‡nvi, cvwK¯Ívb (2004); Ang/cyig, 
Rvdbv cvewjK jvB‡eªix, Rvdbv (2004); Ges 
Avb‡Kv‡g‡gv‡iwUf ‡Kv‡g‡gv‡ikb, wfGGdG 
M¨vjvwi, Kj‡¤^v (2003)|

A‡eª ‡Kv‡jU
(Rb¥ 1920 - g…Zz¨ 1992, Kj‡¤^v, kÖxjsKv)

1946 mv‡j UvBgm Ad&  wmjb-G ivR‰bwZK 
KvU©ywb‡÷i c‡` ‡hvM`vb Kivi Av‡M A‡eª 
‡Kv‡jU Kj‡¤^vi iq¨vj K‡j‡R wPÎKjvi wk¶K 
wn‡m‡e KvR Ki‡Zb| 1960 mv‡ji ïi“i w`‡K 
A‡÷«wjqvq P‡j Avmvi AvMch©šÍ wZwb KvU©ywb‡÷i 
c‡` envj wQ‡jb| wZwb wQ‡jb Õ43 Mªy‡ci - 1943 
mv‡j cÖwZwôZ ga¨ wek kZKxq AvaywbK wkíx‡`i 
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In 1948 Lake House press published his first 

and only book Ceylon Since Soulbury, Part 

1.  In 1952 he received a scholarship to travel 

around the United States where he met fellow 

cartoonists, and upon his 

return to Sri Lanka, held 

a large solo exhibition 

in Colombo entitled, 

1954 Faces. His next few 

years were marked by a 

period of personal and 

political turmoil. In 1961 

he left Ceylon with his 

second wife, Pauline, and 

their family, and spent a 

year in London before 

migrating to Australia 

in 1962. He joined the 

staff of The Australian 

newspaper in 1965 and 

began another successful career as a political 

cartoonist, winning the coveted Walkley 

Award for best cartoon in 1970. He moved 

to The Herald in Melbourne in 1971, followed 

by The Straits Times in Singapore in 1984. A 

regular contributor to the Asia Magazine, his 

strip cartoon ‘Sun Tan’ ran for many years.

BANDU MANAMPERI 
(b.1972, lives and works, Colombo, Sri Lanka)

Bandu Manamperi gained his BFA Sculpture 

from the Institute of Aesthetic Studies, 

University of Kelaniya in 2000 and his Post 

Graduate Diploma in Archaeology from the 

Post Graduate Institute of Archaeology, 

University of Kelaniya in 2002. In 2013 he 

received a Certificate in Conservation of 

Cultural Property from the Post Graduate 

Institute of Archaeology, Colombo. His 

selected exhibitions include: A Tale of Two 

Cities| India and Sri Lanka, Theertha Red 

Aubrey Collette, Ceylon Since Soulbury: A History in 

Cartoons by Collette (1948). Courtesy of the artist. Private 

Collection, Melbourne.  

GKwU Mªy‡ci cÖwZôvZvm`m¨, hv kÖxjsKvi cÖ_g 
AvaywbKZvev`x m·N wn‡m‡e ¯^xK…Z| 1948 mv‡j 
‡jK nvDm ‡cÖm Zvi cÖ_g I GKgvÎ eB mjevixi 
mgq ‡_‡K wmjb, cvU© 1 cÖKvk K‡i| 1952 mv‡j 

wZwb gvwK©b hy³ivó« åg‡Yi 
Rb¨ e…wË jvf K‡ib ‡hLv‡b 
wZwb Ab¨vb¨ KvU©ywb÷‡`i 
mv‡_ mv¶vZ& K‡ib Ges 
kÖxjsKvi cÖZ¨veZ©‡bi ci 
wZwb 1954 ‡d‡mm bv‡g 
GK wekvj GKK cÖ`k©bx 
Av‡qvRb K‡ib| Zvi 
Rxe‡bi cieZ©x K‡qK 
eQi wQj e¨w³MZ Ges 
ivR‰bwZK Aw¯’iZvq c~Y©| 
1961 mv‡j wZwb Zvi wØZxq 
¯¿x, cwjb Ges cwievimn 
kÖxjsKv Z¨vM K‡ib Ges 
1962 mv‡j A‡÷«wjqv 
åg‡Yi Av‡M jÛ‡b GK 

eQi AwZevwnZ K‡ib| wZwb 1965 mv‡j `¨v 
A‡÷«wjqvb cwÎKvq ‡hvM ‡`b Ges ivR‰bwZK 
KvU©ywb÷ wn‡m‡e Av‡iKevi mdj Kg©Rxeb ïi“ 
K‡ib| 1970 mv‡j ‡miv KvU©y‡bi Rb¨ IqvKwj 
A¨vIqvW© cvb| wZwb 1971 mv‡j ‡gj‡ev‡b© 
`¨v‡nivì Ges 1984 mv‡j wm½vcy‡ii `¨v ‡÷«BUm 
UvBgm&  P‡j hvb| Gwkqv g¨vMvwR‡b wZwb wbqwgZ 
AvuK‡Zb, Zvi w÷«c KvU©yb ‘mvb U¨vb’ P‡jwQj A‡bK 
eQi|

ev›`y gvbv‡¤úwi
(Rb¥ 1972; emevm I Kg©¯’jt Kj‡¤^v, kÖxjsKv)

ev›`y gvbvgcvwi 2000 mv‡j ‡Kjvwbqv 
wek¦we`¨vj‡qi b›`bZvwËK M‡elYv Bbw÷wUDU 
‡_‡K fv¯‹‡h© e¨v‡Pji wWwMÖ Ges GKB 
wek¦we`¨vj‡qi mœvZ‡KvËi cÖZœZË¡ Bbw÷wUDU 
‡_‡K 2002 mv‡j ‡cv÷ Mª¨vRy‡qU wW‡c vgv 
jvf K‡ib| 2013 mv‡j Kj‡¤^v wek¦we`¨vj‡qi 
mœvZ‡KvËi cÖZœZË¡ Bbw÷wUDU ‡_‡K mvs¯‹…wZK 
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Dot Gallery, Colombo (2016), which toured 

to the  Indira Gandhi National Center for 

the Arts (IGNCA) Delhi, India (2017); the 

Serendipity Arts Festival, Adil Shah Palace, 

Goa, India (2016);  Dead Fish (performance), 

1st Theertha Performance Platform, Colombo 

(2015); Me and My Image (performance) with 

Godwin Constantine, at Transforming Bodies 

Colombo Dance Platform (2014); Becoming, 

2nd Colombo Art Biennale, Sri Lanka (2012); 

Imagining Peace, 1st Colombo Art Biennale, Sri 

Lanka (2009);  Numbed (solo), Red Dot Gallery, 

Pitakotte, Sri Lanka, (2009); Artful Resistance, 

Museum of Anthropology, Vienna, Austria 

(2008);  and Crafty Thoughts, University of 

Liverpool, Art Gallery, Liverpool, UK (2002). 

Cassie Machado,  Fig.1 90° 18’ 43.057 N 80° 47’ 11.726, E (2014), 

C-type print.  Copyright Cassie Machado. Courtesy of the artist 

and Saskia Fernando Gallery.  

Bandu Manamperi, Instant Nirvana PVT LTD (2000), terracotta, 

plastic clothes hanger. Courtesy of the artist.  

m¤ú` msi¶Y-Gi Ici mb` jvf K‡ib| Zvi 
wbe©vwPZ cÖ`k©bx‡Z i‡q‡Q: ‡Uj Ad&  Uy wmwUR, 
BwÛqv A¨vÛ kÖxjsKv, Zx_© ‡iW WU M¨vjvix, Kj‡¤^v 
(2016), hv Bw›`iv MvÜx b¨vkbvj ‡m›Uvi di `¨v 
AvU©m (AvBwRGbwmG) w`wjø, fviZ (2017) I 
‡m‡iwÛwcwU AvU© ‡dw÷fvj, Avw`j kvn cÖvmv`, 
‡Mvqv, fviZ (2016) G cÖ`wk©Z n‡q‡Q; ‡WW 
wdk(cvidig¨vÝ), cÖ_g Zx_© cvidi‡gÝ c ̈vUdg©, 
Kj‡¤^v (2015); gx A¨vÛ gvB B‡gR DB_ MWDBb 
Kb÷¨vbUvBb (cvidig¨vÝ), UÖvÝdiwgs ewWR& , 
Kj‡¤^v WvÝ cø¨vUdg© (2014); weKvwgs, ‡m‡KÛ 
Kj‡¤^v AvU© evB‡qbvj, kÖxjsKv (2012);Bg¨vwRwbs 
cxm& , 1g Kj‡¤^v AvU© evB‡qbvj, kÖxjsKv (2009); 
bv¤^W&  (GKK), ‡iW WU M¨vjvix, wcUv‡KvU, 
kÖxjsKv, (2009); AvU©dyj ‡iwm‡÷Ý, wgDwRqvg 
Ad&  Gb‡_«vcjwR, wf‡qbv, Aw÷«qv (2008); Ges 
Kª¨vdwU _Um& , BDwbfvwm©wU Ae wjfvicyj AvU© 
M¨vjvix, wjfvicyj, hy³ivR¨ (2002)|
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CASSIE MACHADO
(b. 1982, Chichester, UK, lives and works, 

London, UK and Sri Lanka)

Cassie Machado gained her BA in English from 

Kings College, London in 2004. Her selected 

exhibition history includes: Afterlife (solo), 

Saskia Fernando Gallery, Colombo (2016) 

and the Colombo Art Biennale (2016). In 2011, 

Cassie was awarded the Fundación Botín 

Residency Award by 

the artist-photographer 

Paul Graham. 

CHANNA 
DASWATTE
(b. 1965, Wellawatte, lives 

and works, Madiwela, Kotte)

Channa Daswatte 

completed his Diploma 

in Architecture at the 

Faculty of Architecture, 

University of Moratuwa, 

Sri Lanka, between 1985 

and1987 and his MSc 

Architecture at University 

College London between 

1989 and1991. He has 

worked on an extensive 

number of projects in Sri 

Lanka, India, Bangladesh, 

Malaysia and Uganda 

and has a special interest in conservation. He 

has been awarded a UNESCO Asia-Pacific 

conservation award, with distinction, for his 

conservation work at the Galle Fort Hotel, 

Colombo in 2004. He is a Trustee of the 

Geoffrey Bawa and Lunuganga Trusts and 

Chairman of the Galle Heritage Foundation. 

Channa Daswatte, Sanjana Hattotuwa and Asanga 

Welikala, Corridors of Power (detail) (2015), architectural 

model. Courtesy of the artists and Centre for Policy 

Alternatives, Sri Lanka. 

K¨vwm gvkv‡Wv
(Rb¥t 1982, kx‡P÷vi, hy³ivR¨; emevm I 
Kg©¯’jt jÛb, hy³ivR¨ Ges kÖxjsKv)

K¨vwm gvKv‡Wv 2004 mv‡j jÛ‡b wKsÕm K‡jR 
‡_‡K Bs‡iwR‡Z we.G wWwMÖ AR©b K‡ib| 
Zvi wbe©vwPZ cÖ`k©bx¸‡jvi g‡a¨ i‡q‡Q: 
AvdUvijvBd(GKK), mvmwKqv dvb©v‡›`v M¨vjvwi, 

Kj‡¤^v (2016) Ges 
Kj‡¤^v AvU© evB‡qbvj 
(2016)| 2011 mv‡j, 
wkíx-d‡UvMÖvdvi cj 
MÖvnv‡gi KvQ ‡_‡K euwZb 
dvD‡Ûkb ‡iwm‡WwÝ 
cyi¯‹vi (Fundación Botín 

Residency Award) MÖnY 
K‡ib|

Pvbœv `mIqv‡Z
(Rb¥ 1965, I‡qjvIqv‡Z; 
emevm I Kg©¯’j - 
gvw`Iqv‡j, ‡Kv‡Æ)

Pvbœv `kgv‡Ë 1985 
‡_‡K 1987 mv‡ji g‡a¨ 
‡gvivZyqv wek¦we`¨vj‡qi 
¯’vcZ¨Kjv Abyl` n‡Z 
¯’vc‡Z¨ Zvi wW‡c vgv, Ges 
BDwbfvwm©wU K‡jR, jÛb 
n‡Z 1989 ‡_‡K 1991 
mv‡ji g‡a¨ GgGmwm m¤úbœ 

K‡ib| wZwb kÖxjsKv, fviZ, evsjv‡`k, gvj‡qwkqv 
I DMvÛvq cÖPyi cÖK‡í KvR K‡i‡Qb Ges cÖvPxb 
¯’vcZ¨ msi¶‡Y Zvi we‡kl AvMÖn i‡q‡Q| wZwb 
2004 mv‡j Kj‡¤^vÕi Mvj ‡dvU© ‡nv‡U‡j Zvi 
msi¶Y Kv‡Ri Rb¨ BD‡b‡¯‹v Gwkqv-cÖkvšÍ 
gnvmvMixq msi¶Y cyi¯‹vi jvf K‡ib| wZwb 
‡Rd& wi evIqv Ges jybyM½v UÖv‡÷i UÖvw÷ Ges Mvj 
‡nwi‡UR dvD‡Ûk‡bi ‡Pqvig¨vb|
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ASANGA WELIKALA
(b.1976, Colombo, lives and works, Edinburgh, UK)

Dr. Asanga Welikala studied law at the 

Universities of Hull and Edinburgh, graduating 

with the degrees of LLB (Hull, 1999), LLM 

(Hull, 2006) and PhD (Edinburgh, 2015). He is 

a Lecturer in Public Law at the School of Law, 

University of Edinburgh, and the Director of 

the Edinburgh Centre for Constitutional Law. 

He is a Research Associate of the Institute 

of Commonwealth Studies, University of 

London, and Research Fellow of the Centre 

for Policy Alternatives (CPA), Sri Lanka. 

Asanga’s research interests lie in comparative 

constitutional law, applied constitutional theory, 

and Commonwealth constitutional history. 

SANJANA HATTOTUWA
(b. 1977, Colombo, lives and works, Ratmalana, Sri Lanka)

Sanjana Hattotuwa studied International 

Relations and Conflict Resolution at the 

University of Queensland, Australia in 2004 

and English Literature at the University of 

Delhi, India in 2000. His selected exhibition 

history includes: Watch this space: Framing 

the past, untying the future, Park Street Mews, 

Colombo (2015); Overwrite, British Council 

Library, Colombo (2014); 30 Years Ago, Park 

Street Mews, Colombo (2013); Mediated, 

Saskia Fernando Gallery Colombo (2012); 

and Moving Images, Barefoot, Colombo 

(2011). His project, Corridors of Power was a 

finalist in Fast Company’s World Changing 

Ideas Awards 2017, under the Urban Design 

category. Since 2006, Sanjana has acted 

as a Special Advisor to the ICT4 Peace 

Foundation based in Geneva, Switzerland. 

Am½ I‡qwjKvjv
(Rb¥ 1976, Kj‡¤^v; emevm I Kg©¯’j - GwWbeiv, 
hy³ivR¨)

Wt Am½ I‡qwjKvjv nvj I GwWbeiv wek¦we`¨vj‡q 
AvBb wb‡q cov‡kvbv K‡i Gjjwe (nvj, 1999), 
GjGjGg (nvj, 2006) Ges wcGBPwW (GwWbeiv, 
2015) wWMÖx AR©b K‡i‡Qb| wZwb GwWbeiv 
wek¦we`¨vj‡qi AvBb ¯‹y‡ji ‡jvK AvBb wefv‡Mi 
cÖfvlK Ges GwWbeiv mvsweavwbK AvBb ‡K‡›`«i 
cwiPvjK| wZwb jÛb BDwbfvwm©wUi Bbw÷wUDU 
Ad&  KgbI‡qj_ ÷vwWR Gi M‡elYv mn‡hvMx Ges 
‡m›Uvi di cwjwm Aëvi‡bwUfm (wmwcG), kÖxjsKv 
Gi M‡elYv ‡d‡jv | M‡elYvi ‡¶‡Î Wt Am½ 
I‡qwjKvjv Zyjbvg‚jK mvsweavwbK AvBb, cÖv‡qvwMK 
mvsweavwbKZË¡ Ges KgbI‡qj‡_i mvsweavwbK 
BwZnvm cÖm‡½ AvMÖnx|

mÄbv nvËZyqv
(Rb¥ 1977, Kj‡¤^v| emevm I Kg©¯’j - 
iZgvjvbv, kÖxjsKv)

mÄbv nvËZyqv 2000 mv‡j w`wjø wek¦we`¨vj‡q 
Bs‡iwR mvwnZ¨ Ges 2004 mv‡j A‡÷«wjqvi 
KzBÝj¨vÛ wek¦we`¨vj‡q AvšÍR©vwZK m¤úK© I Ø›Ø 
wb®úwË Aa¨qb K‡ib| Zvi wbe©vwPZ cÖ`k©bx¸‡jvi 
g‡a¨ i‡q‡Q: IqvP&  w`m ‡¯úmt ‡d«wgs `¨v cv÷, 
AvbUvwqs `¨v wdDPvi, cvK© w÷«U wgDR& , Kj‡¤^v 
(2015); IfviivBU, weªwUk KvDwÝj jvB‡eªix, 
Kj‡¤^v (2014); _vwU© Bqvm& © A¨v‡Mv, cvK© w÷«U 
wgDR, Kj‡¤^v (2013); gxwW‡q‡UW, mvw¯‹qv 
dvb©v‡›`v M¨vjvwi Kj‡¤^v (2012); Ges gywfs 
B‡g‡Rm& , ‡eqvidyU, Kj‡¤^v (2011)| dv÷ 
‡Kv¤úvwbi Iqvì© ‡PwÄs AvBwWqvm A¨vIqvW©m& 
2017 mv‡j Avievb wWRvBb K¨vUvMwi‡Z Zvi 
cÖKí Kwi‡Wvim Ad&  cvIqvi dvBbvwj÷ wQj| 
2006 mvj ‡_‡K myBRvij¨v‡Ûi ‡R‡bfvq Aew¯’Z 
AvBwmwUdicxm (ICT4Peace) dvD‡Ûk‡bi 
we‡kl Dc‡`óv wn‡m‡e mÄbv KvR Ki‡Qb|
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CHANDRAGUPTHA THENUWARA
(b. 1960, Galle, lives and works Colombo, Sri Lanka)

Chandraguptha Thenuwara received his 

M. Phil. from the Postgraduate Institute of 

Archaeology, University of Kelaniya, Colombo 

in 2006 and his BFA from the Institute of 

Aesthetic Studies, University of Kelaniya, 

Colombo in 1981. He completed an MFA at the 

Moscow State Art Institute in 1992. Thenuwara’s 

selected exhibitions include: Beautification, 

Lionel Wendt Art Gallery, Colombo (2013); The 

Mounument and Other works, Lionel Wendt 

Art Gallery (2012); Thorn and Other Works, 

Hivos, The Netherlands (2012); Drawings 

by Chandraguptha Thenuwara & Jagath 

Weerasinghe, Breese Little Gallery, London, 

UK (2012); Visual Responses During the War: 

Selected Artists Works, Lionel Wendt Gallery 

& Harold Peiris Gallery, Colombo (2010); 

Post-Barrelism: Erasing Camouflage, Lionel 

Wendt Art Gallery, Colombo (2009); Cities 

on the Move, Hayward Gallery, London, UK, 

which toured to MoMA PS1, New York (1999); 

and the 7th Asian Art Biennale, Dhaka (1995). 

G. Samvarthini, Journey II (2015), ink on paper, tin box. Courtesy 

of the artist.

Chandraguptha Thenuwara, Glitch White Flag (2016), acrylic on 

canvas. Courtesy of the artist and Saskia Fernando Gallery. 

P›`«¸ß ‡_byIqviv
(Rb¥ 1960, Mvj| emevm I Kg©¯’j - Kj‡¤^v, 
kÖxjsKv)
P›`«¸ß ‡_byIqviv 2006 mv‡j Kj‡¤^vi ‡Kjvwbqv 
wek¦we`¨vj‡qi mœvZ‡KvËi cÖZœZË¡ Bbw÷wUDU ‡_‡K 
2006 mv‡j Zvi Gg wdj wWwMÖ ‡c‡q‡Qb Ges 
Zvi weGdG wWwMÖ ‡c‡q‡Qb 1981 mv‡j GKB 
wek¦we`¨vj‡qi b›`bZË¡ Aa¨qb Bbw÷wUDU ‡_‡K| 
wZwb 1992 mv‡j g‡¯‹v ‡÷U AvU© Bbw÷wUD‡U 
GgGdG m¤úbœ K‡ib| ‡_byIqvivi wbe©vwPZ 
cÖ`k©bx‡Z AšÍf©y³ i‡q‡Q: weDwUwd‡Kkb, jvq‡bj 
I‡qÛ&U AvU© M¨vjvix, Kj‡¤^v (2013); `¨v gby‡g›U 

A¨vÛ Av`vi IqvK©m& , jvq‡bj I‡qÛ&U AvU© M¨vjvix, 
Kj‡¤^v (2012); _b© A¨vÛ Av`vi IqvK©m& , ‡n‡fvm, 
‡b`vij¨vÛm (2012); Wªwqsm& evB P›`«¸ß ‡_byIqviv 
I RMr exivwmsn, weªR wjUj M¨vjvwi, jÛb, 
hy³ivR¨ (2012); wfRyqvj ‡i¯ú‡Ým wWDwis `¨v 
Iqvi, jvq‡bj I‡qÛ&U AvU© M¨vjvix Ges n¨viì 
‡cwim M¨vjvix, Kj‡¤^v (2010); ‡cv÷ e¨v‡iwjRg: 
B‡iwRs K¨v‡gv‡d¬R, jvq‡bj I‡qÛ&U AvU© M¨vjvix, 
Kj‡¤^v (2009); wmwUR&  Ab `¨v g~f, nvIqvW© 
M¨vjvix, jÛb, hy³ivR¨, hv GgIGgG wcGm1, 
wbD BqK© (1999) Ges 7g Gwkqvb AvU© evB‡qbvj, 
XvKvq (1995) cÖ`wk©Z n‡qwQ‡jv|
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G. SAMVARTHINI
(b. 1989 in Udappu, lives and works, Puttalam, Sri Lanka)

Samvarthini completed her BFA at the 

University of Jaffna between 2012 and 2014. 

Her selected exhibition history includes: Urban 

Implosion, Asian Culture Centre, Gwangju, 

Korea (2017); Conceiving Space, Colombo 

Art Biennale (2016); and Open Edit, Mobile 

Library, Park Street Mews, Colombo (2013). 

GODWIN R. CONSTANTINE
(b. 1964, Colombo, lives and works, Colombo, Sri Lanka)G. R. 

Constantine gained his BA in Philosophy from 

the University of London in 2009, and his BA 

in Social Sciences from the Open University of 

Sri Lanka in 2014. His 

selected exhibition 

history includes:  

Theertha Performance 

Platform, Colombo 

(2015); War & Peace 

– Visual Narratives 

from Contemporary 

Sri Lanka, Lionel 

Wendt Gallery, 

Colombo (2013); 

Imagining Peace, 

Colombo Art Biennale 

(2009); Aham-Puram, Jaffna Public Library, 

Jaffna (2004); and No Group Exhibition, 

VAFA Gallery, Kotte, Sri Lanka (1999).

JAGATH WEERASINGHE
(b.1954, Moratuwa, lives and works, Colombo, Sri Lanka)

Jagath Weerasinghe received his MFA 

in Painting from the American University 

Washington, DC in 1991. In 1988 he studied 

Conservation of Rock Art at the Getty 

Conservation Institute, Los Angeles, USA 

and Conservation of Wall Paintings at the 

Godwin R. Constantine, Out of the Cocoon (1999), photograph. 

Courtesy of the artist.  

wR m¤^wZ©bx
(Rb¥ 1989 D`vày, emevm I Kg©¯’j - cyËvjg, 
kÖxjsKv)
m¤^wZ©bx 2012 ‡_‡K 2014 Gi g‡a¨ Rvdbv 
wek¦we`¨vj‡q Zvi weGdG m¤úbœ K‡ib| Zvi 
wbe©vwPZ cÖ`k©bxi AšÍf©y³: Avievb Bg‡c vkb, 
Gwkqvb ms¯‹…wZ ‡K›`«, ¸qvsRy, ‡Kvwiqv (2017); 
Kbwmwfs ‡¯úm, Kj‡¤^v AvU© evB‡qbvj (2013); 
Ges I‡cb GwWU, ‡gvevBj jvB‡eªix, cvK© w÷«U 
wgDR, Kj‡¤^v (2013)|

MWDBb Avi Kb÷¨vw›Ub
(Rb¥ 1964, Kj‡¤^v; emevm I Kg©¯’j - Kj‡¤^v, 
kÖxjsKv)

wR.Avi. Kb÷¨vw›Ub 
2009 mv‡j jÛ‡b 
wek¦we`¨vjq ‡_‡K 
`k©‡b Ges 2014 
mv‡j kÖxjsKvi I‡cb 
BDwbfvwm©wU ‡_‡K 
mvgvwRK weÁv‡b mœvZK 
wWwMÖ AR©b K‡ib| Zvi 
wbe©vwPZ cÖ`k©bx¸‡jv‡Z 
i‡q‡Q Zx_© cvidig¨vÝ 
cø¨vUdig& , Kj‡¤^v 
(2015); Iqvi I cxm&- 
wfRyqvj b¨v‡iwUfm&  

d«g Kb‡U‡¤úvivwi kÖxjsKv,jvq‡bj I‡qÛ&U AvU© 
M¨vjvix, Kj‡¤^v (2013); Bg¨vwRwbs cxm& , Kj‡¤^v 
AvU© evB‡qbvj (2009); Avng-cyig, Rvdbv 
cvewjK jvB‡eªix, Rvdbv (2004); Ges ‡bv Mªyc 
Gw·wekb, wfGGdG M¨vjvwi, ‡Kv‡Æ, kÖxjsKv 
(1999)|

RMr exivwms‡n
(Rb¥ 1954, ‡gvivZyqv| emevm I Kg©¯’j - Kj‡¤^v, 
kÖxjsKv)
RMr exivwms‡n 1991 mv‡j Av‡gwiKvb 
wek¦we`¨vjq, IqvwksUb wWwm ‡_‡K ‡cw›Us‡q 
GgGdG AR©b K‡ib| 1988 mv‡j wZwb jm 
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international Centre for the Scientific Study 

and Restoration of Cultural Property in 1985. He 

gained his BFA from the Institute of Aesthetic 

Studies, University of Kelaniya in 1981. His 

selected exhibition history includes: Cinnamon 

Colomboscope: 

Shadowscenes, Rio 

Hotel and Cinema, 

Colombo (2015); 

Decorated, Breese 

Little, London, UK 

(2014); Drawings, Breese 

Little, London, UK (2012); 

Visual Responses During 

the War: Selected Artists 

Works, Lionel Wendt 

Gallery and Harold 

Peiris Gallery, Colombo, 

(2010); Artful Resistance: 

Crisis and Creativity 

in Sri Lanka, Museum 

fur Volkerkunde Wien, 

Vienna, Austria (2009); 

The Reading Room: Thousand Shivas and 

Thousand Mikes, Singapore Biennale (2006); 

The Celestial Underwear, Phenomenal Space 

Gallery, Colombo (2005);  Crafty Thoughts, 

Liverpool University Art Gallery, UK (2001); 

Asia-Pacific Triennial, Queensland, Australia 

(1999); and 4th Asian Art Show, Fukuoka 

Asian Art Museum, Fukuoka, Japan (1994). 

KANNAN ARUNASALAM
(b. 1972, Jaffna, lives and works, Colombo and 

Jaffna, Sri Lanka, and London, UK)

Kannan Arunasalam studied Psychology at the 

University of Cambridge between 1992 and 

1995, and International Human Rights at the 

University of Oxford between 2007 and 2008. 

His work has been screened at numerous film 

Jagath Weerasinghe, Untitled VIII (1992), acrylic on paper. 

Courtesy of the artist and Saskia Fernando Gallery. 

G‡Äj‡mi ‡MwÆ Kbmv‡f©kb Bbw÷wUD‡U cÖ¯Íiwk‡íi 
msi¶Y Ges 1985 mv‡j B›Uvb¨vkbvj ‡÷vi 
di `¨v mv‡qw›UwdK ÷vwW GÛ ‡i‡÷v‡ikb Ad&  
KvjPvivj ‡cÖvcvwU©‡Z Iqvj ‡cBw›Us‡mi msi¶Y 

m¤ú‡K© cov‡kvbv K‡ib| 
e¨v‡Pji Ad&  dvBb AvU©m 
wWwMÖ ‡c‡q‡Qb 1981 mv‡j 
‡Kjvwbqv wek¦we`¨vj‡qi 
b›`bZË¡Aa¨qb 
Bbw÷wUDU ‡_‡K| 
Zvi wbe©vwPZ cÖ`k©bxi 
g‡a¨ i‡q‡Qt wmbvgb 
Kj‡¤^v‡¯‹vc: k¨v‡Wvmxbm& , 
wiI ‡nv‡Uj Ges wm‡bgv, 
Kj‡¤^v (2015); mw¾Z 
(Decorated), eªxR 
wjUj, jÛb, hy³ivR¨ 
(2014); W«wqsmeªxR 
wjUj, jÛb, hy³ivR¨ 
(2012);wfRyqvj 
b¨v‡iwUfm&  d«g 
Kb‡U‡¤úvivwi kÖxjsKv: 

wm‡j‡±W AvwU©÷m&  IqvK©m& , jvq‡bj I‡qÛ&U 
AvU© M¨vjvix Ges n¨viì ‡cwim M¨vjvix, 
Kj‡¤^v (2010); AvU©dyj ‡iwm‡÷Ýt µvBwmm 
A¨vÛ wµ‡qwUwfwU Bb kÖxjsKv, wgDwRqvg fur 
Volkerkunde Wien wf‡qbv, Aw÷«qv (2009); 
`¨v wiwWs i“gt _vD‡RÛ wkfvm&  A¨vÛ _vD‡RÛ 
gvBKm& , wm½vcyi evB‡qbvj (2006); `¨v 
wm‡jmwUqvj AvÛviIq¨vit ‡d‡bv‡gbvj ‡¯úm 
M¨vjvwi, Kj‡¤^v (2005);Kª¨vdwU _Um& , BDwbfvwm©wU 
Ae wjfvicyj AvU© M¨vjvix, wjfvicyj, hy³ivR¨ 
(2001);Gwkqv-c¨vwmwdK UÖvB‡qbvj, KzBÝj¨vÛ, 
A‡÷«wjqv (1999); Ges 4_© Gwkqvb AvU© ‡kv, 
dyKzIKv Gwkqvb AvU© wgDwRqvg, dyKzIKv, Rvcvb 
(1994)|

Kvbœb AiæYmvjvg
(Rb¥ 1972, Rvdbv| emevm I Kg©¯’j - Kj‡¤^v I 
Rvdbv, kÖxjsKv Ges jÛb, hy³ivR¨)
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festivals, including: Film South Asia, Katmandu 

and its subsequent Travelling Film Festival (2015, 

2013, 2011); the Seattle South Asian Film Festival 

(2015); and at the Rubin Museum of Art, NYC 

(2015).  His work has appeared in The Guardian, 

The New Yorker, AOL Originals, and in 

broadcasts on the BBC and Al Jazeera English. 

Kannan is a director at the Los Angeles based 

production company, Stateless Media, which 

produces its signature short-reals for many 

online platforms. In 2013, he was awarded Best 

Documentary Short for Kerosene (16 mins) at the 

Kingsley Gunatillake: War Text (2007), used book, toy soldiers. 

Courtesy of the artist and Saskia Fernando Gallery. 
Kannan Arunasalam: Paper (2011), film still. Courtesy of the 

artist. 

Seattle South Asian International Documentary 

Festival and the Manuel Rivera-Ortiz 

Foundation’s Best Documentary Short prize 

for The Story of One (19 mins). In 2015 he was a 

visiting lecturer at Cornell University, New York.   

KINGSLEY GUNATILLAKE
(b.1974 in Colombo, lives and works, Colombo, Sri Lanka)

Kingsley Gunatillake was awarded a diploma in 

Environmental Education from the University 

of Strathclyde, Glasgow in 1994 and obtained 

his BFA in Fine Art from the University of 

Colombo in 1979. Gunatillake is currently a 

visiting lecturer on the faculty of Visual Arts 

Kvbb AiæYmvjvg 1992 ‡_‡K 1995 mvj ch©šÍ 
‡KgweªR wek¦we`¨vj‡q  g‡bvweÁvb Ges 2007 
‡_‡K 2008 mv‡ji A·‡dvW© wek¦we`¨vj‡q  
AvšÍR©vwZK gvbevwaKvi Aa¨qb K‡ib| Zvi Pjw”PÎ 
eû Pjw”PÎ Drm‡e cÖ`wk©Z n‡q‡Q, hvi g‡a¨ i‡q‡Q 
`w¶Y Gwkqv Pjw”PÎ, KvVgvÛy Ges Gi cieZ©x 
åvg¨gvbY Pjw”PÎ Drme (2015, 2013, 2011); 
wmqvUj `w¶Y Gkxq wdj¥ ‡dw÷fvj (2015); 
Ges iæweb wgDwRqvg Ad&  AvU©, wbD BqK© wmwU 
(2015)| Zvi KvR `¨v MvwW©qvb, `¨v wbD BqK©vi, 
GIIj AwiwRbvjm Ges wewewm Ges Avj RvwRivq 

(Bs‡iwR) cÖKvwkZ I cÖPvwiZ n‡q ‡Q| Kvbb jm 
G‡Ä‡jm wfwËK ‡cÖvWvKkb ‡Kv¤úvwb ‡÷U‡jm 
wgwWqvi GKRb cwiPvjK hv A‡bK AbjvBb 
c ̈vUd‡g©i Rb¨ kU©-wiqvj ‰Zwi K‡i, hv H 
‡Kv¤úvwbi Abb¨ m…wó| 2013 mv‡j, wZwb wmqvUj 
mvD_ Gwkqvb B›Uvib¨vkbvj WKz‡g›Uvwi ‡dw÷fv‡j 
‡K‡ivwmb (16 wgwbU) Gi Rb¨ ‡miv WKz‡g›Uvwi 
(msw¶ß) Ges w` ‡÷vwi Ad&  Iqvb (19 wgwbU) 
Rb¨ g¨vby‡qj wi‡fiv-AiwUR dvD‡Ûk‡bi ‡miv 
WKz‡g›Uvwi (msw¶ß) cyi¯‹vi jvf K‡ib| 2015 
mv‡j wZwb wbD Bq‡K©i K‡b©j wek¦we`¨vj‡qi GKRb 
AwZw_ wk¶K wQ‡jb|
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Kusal Gunasekara: Bullets (2007-09), wood, lacquer. Courtesy of the artist.  Private 

Collection, Colombo. 

at the University of Visual and Performing 

Arts, Colombo. His selected exhibition history 

includes: Finding Space, Paradise Road, 

Colombo (2017); Serendipity Revealed, Brunei 

Gallery, London, UK (2014); Making History, 

Colombo Art Biennale (2014); Temporary 

Permanence: Contemporary Art from Sri Lanka, 

XVA Gallery, Dubai (2013); Imagining Peace, 

Colombo Art Biennale (2009); Expression of 

Independence, Mona Bismarck Foundation, 

Paris (2008); Displaced, Jorge B. Vargas 

Museum, Manila, Philippines (1997); and New 

Approaches in Contemporary Sri Lankan Art, 

National Art Gallery of Colombo (1994).

KUSAL GUNASEKARA
(b.1974 in Colombo, lives and works, Colombo, Sri Lanka)Kusal 

Gunasekara gained his MA in 2013 from the 

Postgraduate Institute of Archaeology. Between 

2012 and 2013 he obtained a Postgraduate 

Diploma in Archaeology, and completed a 

Foundation Course in Archaeology, at the 

Postgraduate Institute of Archaeology. Between 

1997 and 2001 he followed a Certificate Course 

in Painting at Vibhavi Academy of Fine Arts. His 

selected exhibition history includes:  Imagining 

Peace, Colombo Art Biennale (2009); KHOJ 

@ 1Shanthiroad, Open Studio Exhibition, 

1Shanthiroad Gallery, Bangalore, India (2008); 

wKsm‡j MbvwUjøv‡K
(Rb¥t 1951, KvwÛ; emevm I Kg©¯’jt KvwÛ, 
kÖxjsKv)
wKsm‡j MbvwUjøv‡K 1994 mv‡j M vm‡MvÕi 
÷v_©K¬vBW wek¦we`¨vjq ‡_‡K cwi‡ekwe`¨vq GKwU 
wW‡c vgv cÖvß Ges wZwb Kj‡¤^v wek¦we`¨vjq ‡_‡K 
1979 mv‡j Pvi“Kjvq mœvZK wWwMÖ AR©b K‡ib| 
eZ©gv‡b wZwb Kj‡¤^vi wfRyqvj I cvidwg©s AvU©m 
wek¦we`¨vj‡q wfRyqvj AvU©m&  Abyl‡`i GKRb 
AwZw_  cÖfvlK wn‡m‡e Kg©iZ| Zvi D‡jøL‡hvM¨  
cÖ`k©bx¸‡jv njt dvBwÛs ‡¯úm, c¨vivWvBm ‡ivW, 
Kj‡¤^v (2017); ‡m‡iÛxwcwU wifxjW& , e&i“bvB 
M¨vjvix, jÛb, hy³ivR¨ (2014); ‡gwKs wn‡÷vwi 
, Kj‡¤^v AvU© evB‡qbvj (2014); ‡U‡¤úvivwi 
cvigv‡bÝt Kb‡U‡¤úvivwi AvU© d«g kÖxjsKv, 
G·wfG M¨vjvix, `yevB (2013); Bg¨vwRwbs cxm& , 
‡gvbv wemgvK© dvD‡Ûkb, c¨vwim (2008); G·‡ 
cÖkb Ad&  BbwW‡c‡ÛÝ, ‡gvbv wemgvK© dvD‡Ûkb, 
c¨vwim (2008); wWm‡c mW& , RR© we fviMvm 
wgDwRqvg, g¨vwbjv wdwjcvBbm (1997); Ges 
wbD G‡ cÖv‡Pm&  Bb K‡›Ug‡cvivwi kÖxjsKvb AvU©, 
b¨vkbvj AvU© M¨vjvix Ad&  Kj‡¤^v (1994)| 

Kzkvj ¸bv‡mKviv
(Rb¥t 1974, Kj‡¤^v; emevm I Kg©¯’jt Kj‡¤^v, 
kÖxjsKv)
Kzkvj ¸bv‡mKviv 2013 mv‡j ‡cv÷ Mª¨vRy‡qU 
Bbw÷wUDU Ad&  AviwKIjwR ‡_‡K Zvi mœv‡ZvKËi 
wWMÖx AR©b K‡ib| 2012 ‡_‡K 2013 mv‡ji g‡a¨ 
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Urban & Individual, Finominal Gallery, Colombo 

(2004); Aham Puram Jaffna Public Library, Sri 

Lanka (2004); VAFA Gallery (solo), Ethul Kotte, 

Sri Lanka (2001); An Exhibition for Peace and 

Reconciliation, Gallery 706, Colombo (1999).

LAKI SENANAYAKE
(b. 1937, lives and works, Dambulla, Sri Lanka)

Laki Senanayake has worked cloosely with 

the Australian artist Donald Friend, architects 

Geoffrey Bawa and Ulrik Plesner, Valentine 

Gunasekara, landscape designer Bevis Bawa, 

and fabric designers Ena de Silva and Barbara 

Sansoni. His notable 

public works include 

the magnificent central 

chandelier, conceived 

as a ceiling sculpture at 

Parliament, Kotte, Sri 

Lanka; the batik mural for 

the Sri Lankan Expo ‘67; 

the aluminum sculpture 

for the Sri Lankan pavilion 

Expo ’70; the mural at 

the Seylan Trust Bank; 

and the ceiling and mural 

sculpture at the Indo-Suez 

Bank. These commissions 

are all in addition to the 

many drawings, reliefs 

and sculptures adorning 

the prominent hotels 

in Sri Lanka, most famously the metalwork 

sculptures along the grand staircase of the 

Lighthouse Hotel in Galle. His selected 

exhibition history includes: Young Artists 

Group, Colombo (1957); Colombo Public Library 

(1957); New Approaches in Contemporary Sri 

Lankan Art, Art Gallery of Colombo (1994); 

St.Sebastian Series, Gallery 706, Colombo  

Laki Senanayake, No Where Is Nowhere (1985), 

silk screen on paper. Courtesy of the artist. Private 

Collection, Colombo. 

wZwb  cÖZœZ‡Ë¡ GKwU ‡cv÷ Mª¨vRy‡qU wW‡c vgv Ges 
GKwU dvD‡Ûkb ‡Kvm© m¤úbœ K‡i‡Qb| 1997 
‡_‡K 2001 mv‡ji ‡fZi wZwb wfevwf dvBb AvU©m 
GKv‡Wwg ‡_‡K ‡cBw›Us -G GKwU mvwU©wd‡KU 
‡Kvm© m¤úbœ K‡ib| Zvi D‡jøL‡hvM¨  cÖ`k©bx¸‡jv 
njt Bg¨vwRwbs wcm, Kj‡¤^v AvU© evB‡qbvj 
(2009); ‡LvuR@ Iqvb kvwšÍ‡ivW, I‡cb ÷ywWI 
Gw·wekb, Iqvb kvwšÍ‡ivW M¨vjvix, e¨v½v‡jvi, 
BwÛqv (2008); Avievb GÛ BwÛwfR¨yqvj, 
‡d‡bv‡gbvj M¨vjvix, Kj‡¤^v (2004); Avnvg 
cybvg,  Rvdbv cvewjK jvB‡eªix, kÖxjsKv (2001); 
‡mv‡jv Gw·wekb wfGGdG M¨vjvix, B_yj K‡Æ, 
kÖxjsKv (2001), A¨vb Gw·wekb di wcm GÛ 

wiKbwmwj‡qkb, M¨vjvix 
‡m‡fb wR‡iv wm·, Kj‡¤^v 
(1999)|

jvwK ‡mbvbvBqv‡K
(Rb¥t 1937; Kg©¯’j I 
evm¯’vbt Wvgeyjøv, kÖxjsKv) 
jvwK ‡mbvbvBqvwK A‡÷«wjqvb 
wkíx ‡Wvbvì ‡d«Û, ¯’cwZ 
‡Rd& wi evIqv, AvjwiK 
‡ cÖmbvi I f¨v‡j›UvBb 
¸bv‡mKviv, dª¨vweªK wWRvBbvi 
Gbv wW wmjwfqv Ges evieviv 
mvbmwb  cÖgyL ¯^ cÖwZf 
wkíx‡`i mv‡_ wbweofv‡e KvR 
K‡i‡Qb| RbRxe‡b cvIqv 
Zvi D‡jøL‡hvM¨ KvR¸‡jvi 
g‡a¨ i‡q‡Qt K‡Æ‡Z Aew¯’Z 
kÖxjsKvi cvijv‡g‡›Ui Qv‡`i 

‡K‡›`« Awb›`¨my›`i SvoevwZwU, 1967 Gi kÖxjsKvb 
G·‡cv Gi evwUK gyivj, 1970 Gi kÖxjsKvb 
c¨vwfwjqvb G·‡cv Gi Gj¨ywgwbqvg Gi fv¯‹h©, 
‡mBjvb UÖv÷ e¨vs‡Ki gyivj, B‡›`v-my‡qR e¨vs‡Ki 
Qv` I gyivj fv¯‹h©| GQvovI Zvi Kiv GKB avivi 
A‡bK wkíKg© kÖxjsKvi me eo ‡nv‡Uj¸‡jv‡Z 
‡kvfv ‡c‡q‡Q| Zv‡`i ga¨ Mvji jvBUnvBm 
‡nv‡Uj Gi Af¨šÍwib wmuwoi cv‡k ‡kvfv cvIqv 
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(1999); Abstracts and Landscapes, Barefoot 

Gallery, Colombo (2002); Laki, an Exhibition of 

Recent Paintings, Barefoot Gallery, Colombo ( 

2011); Exhibition of Paintings, Barefoot Gallery, 

Colombo (2014); Paintings and Sculpture, 

Barefoot Gallery, Colombo (2015); and The Lost 

Collection, Barefoot Gallery, Colombo (2016). 

LALEEN JAYAMANNE
(b. 1947, Colombo, Sri Lanka, lives and works, Sydney, Australia)

Dr. Laleen Jayamanne gained her Ph.D. in 

Film from the University of New South Wales, 

Australia in 1982. She was awarded her MA in 

Drama from the New York University in 1974 

and her BA in Philosophy, English Literature 

and Classics, from the University of Ceylon in 

1969. Between 1990 and 2014 she was Senior 

Lecturer, Cinema Studies and is currently 

Honourary Associate Department of Gender 

and Cultural Studies, 

at the University of 

Sydney. Her Selected 

writings include: The 

Epic Cinema of Kumar 

Shahani (Bloomington, 

Indiana University 

Press, 2015); Toward 

Cinema and its 

Double: Cross-Cultural 

Mimesis (Bloomington:  

Indiana University 

Press, 2001); and The 

Film-maker and the 

Prostitute: Dennis O’Rourke’s The Good Woman 

of Bangkok, co-edited with Chris Berry and 

Annette Hamilton, (Sydney, Power Publications, 

1997). Selected exhibitions and screenings 

include: Sydney Film Festival (2017amd 1985); 

Festival of the Arts, City Gallery, Wellington 

(1994); Festival of South Asian Short Films and 

Laleen Jayamanne: A Song of Ceylon (1985), film still. Courtesy 

of the artist and the National Film and Sound Archive of 

Australia. 

avZe fv¯‹h©¸‡jvi K_v bv ej‡jB bq| Zvi 
K‡qKwU D‡jøL‡hvM¨  cÖ`k©bx¸‡jv njt Bqvs AvwU©÷ 
Mªyc, Kj‡¤^v, (1957); Kj‡¤^v cvewjK jvB‡eªix, 
(1957); wbD G‡ cÖv‡Pm&  Ab ‡K‡›Ug‡cvivwi 
kÖxjsKvb AvU©, Kj‡¤^v AvU© M¨vjvix, (1994); 
‡mB›U ‡mevw÷qvb wmwiR& , M¨vjvix ‡m‡fb wR‡iv 
wm·, Kj‡¤^v, (1999); A¨ve÷«v±m&  GÛ j¨vÛ‡¯‹cm& , 
‡eqvidyU M¨vjvix, Kj‡¤^v, (2002); jvwK, A¨vb 
Gw·wekb Ad&  wi‡m›U ‡cBw›Usm& , ‡eqvidyU M¨vjvix, 
Kj‡¤^v, (2011); ‡cBw›Usm&  A¨vÛ¯‹víPvi, ‡eqvidyU 
M¨vjvix, Kj‡¤^v, (2015); Ges `¨v j÷ Kv‡jKkb, 
‡eqvidyU M¨vjvix, Kj‡¤^v, (2016)| 

jvjxb Rqvgv‡bœ
(Rb¥t 1947, Kj‡¤^v, kÖxjsKv; evm¯’vb I Kg©¯’jt 
wmWbx, A‡÷«wjqv)
W. jvjxb Rqvgv‡bœ, A‡÷«wjqvi wbD mvD_ I‡qjm&  
wek¦we`¨vjq ‡_‡K 1982 mv‡j wc GBP wW wWMÖx 
AR©b K‡ib| wZwb 1969 mv‡j ‡mBjb wek¦we`¨vjq 

‡_‡K `k©b, Bs‡iwR 
mvwnZ¨ I K¬vwmK‡m&  
mœvZK Ges 1974 mv‡j 
wbD BqK© wek¦we`¨vjq 
‡_‡K bvU‡Ki Ic‡i 
mœv‡ZvKËi wWMÖx AR©b 
K‡ib| 1990 ‡_‡K 
2014 mvj ch©šÍ wZwb 
wmWbx wek¦we`¨vjq 
wm‡bgv ÷vwWm&  
wWcvU©‡g›U Gi wmwbqi 
‡jKPvivi wn‡m‡e Kg©iZ 
wQ‡jb| eZ©gv‡b wZwb H 

GKB wek¦we`¨vjq G ‡RÛvi I KvjPvivij ÷vwWm 
wWcvU©‡g›U Gi G‡mvwm‡qU wn‡m‡e `vwqZ¡ cvjb 
Ki‡Qb| Zvi D‡jøL‡hvM¨  cÖKvkbvi g‡a¨ i‡q‡Qt 
`¨v GwcK wm‡bgv Ad&  Kzgvi mvnnvwb, (e ywgsUb, 
BwÛqvbv BDwbfvwm©wU ‡ cÖm, 2015); UyqviW wm‡bgv 
GÛ BUm Wvejt µm KvjPvivj wg‡gwmm, (e ywgsUb, 
BwÛqvbv BDwbfvwm©wU ‡ cÖm, 2001) Ges`¨v wd¬g 
‡gKvi GÛ `¨v  cÖw÷wUDUt ‡Wwbm 0001 GÛ 
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Documentaries, Sri Lanka (1992); Anthology 

Film Archive, New York, USA (1990); Collective 

for Living Cinema, New York, USA (1988).  

Pacific Film Archive, Berkeley, USA (1988); 

San Francisco Cinematheque, USA (1988); 

Melbourne Film Festival, Australia (1986); 

and the Edinburgh Film Festival, UK (1986). 

LIONEL WENDT
(b. 1900, Colombo, d. 1944, Colombo, Sri Lanka)

Lionel Wendt studied at the Inner Temple and 

the Royal College of Music in London between 

1919 and 1924. Upon 

his return to Sri Lanka, 

he began to study 

photography and 

experimenting with 

printing techniques in 

the darkroom, leading 

to him becoming 

one of the founding 

members of the 

Photographic Society 

of Ceylon in 1935. In 

1938 he established 

the photography 

studio, Chitrafoto, affiliated to the Lake House 

Newspaper group, which also owned, and 

The Ceylon Observer Pictorial, which Wendt 

edited. He was a founder member of ‘43 Group, 

a group of modern mid-20th century artists 

established in 1943—which is recognised as 

being Sri Lanka’s first modernist collective. His 

selected exhibitions include: documenta 14, 

Athens, Greece (2017); Lionel Wendt: Ceylon, 

Huis Marseille, Amsterdam (2017); Imaging the 

Isle Across: Vintage Photography from Ceylon, 

Alkazi Foundation and National Museum 

Delhi, India (2015); The Gaze of Modernity: The 

Photographs of Lionel Wendt, Fukuoka Asian 

Laki Senanayake, No Where Is Nowhere (1985), silk screen on 

paper. Courtesy of the artist. Private Collection, Colombo. 

A÷viIg¨vb Ad&  e¨vsKK, GKwU wµm ‡eix I 
A¨v‡bU n¨vwgjUb Gi mv‡_ mw¤§wjZ  cÖKvkbv 
(cvIqvi cvewj‡KkÝ, wmWbx, 1997)| Zvi 
D‡jøL‡hvM¨  cÖ`k©bx I PjwPÎ  cÖ`k©bx¸‡jvi g‡a¨ 
i‡q‡Qt wmWbx wd¬g ‡dmwUfvj (1985 I 2017), 
‡dw÷fvj Ad&  `¨v AvU©m, wmwU M¨vjvix, DBwjsUb 
(1994); ‡dw÷fvj Ad&  mvD_ Gwkqvb kU© wd¬gm 
I WKz‡g›Uvwim, kÖxjsKv (1992); G‡š’vjwR wd¬g 
AvK©vBf, wbD BqK©, hy³ivó« (1990); Kv‡jKwUf 
di wjwfs wm‡bgv, wbD BqK©, hy³ivó« (1988); 
c¨vwmwdK wd¬g AvK©vBf, ‡eiK‡j, hy³ivó« (1988); 
m¨vb dª¨vwÝm‡Kv wm‡bg¨vw_K, hy³ivó« (1988); 

‡gj‡evb© wd¬g d¨vw÷fvj, 
A‡÷«wjqv (1986) Ges 
GwWbevM© wd¬g d¨vw÷fvj, 
hy³ivR¨ (1986)| 

jvq‡bj I‡qÛU& 
(Rb¥t 1900, Kj‡¤^v; 
g…Zz¨t 1944, Kj‡¤^v, 
kÖxjsKv) 
jvq‡bj I‡qÛU&  1919 
‡_‡K 1924 mvj ch©šÍ 
jÛ‡b Bbvi ‡U¤új 
Ges i‡qj K‡jR Ad&  
wgDwRK G Aa¨qb K‡ib| 

kÖxjsKvq wd‡i wZwb d‡UvMÖvwd I WvK©iæ‡g Qwe 
m¤úv`bv I Qvcv‡bvi Ic‡i M‡elYv Ki‡Z _v‡Kb; 
GB avivevwnKZvq 1935 mv‡j wZwb ‡mBjb 
d‡UvMÖvwdK ‡mvmvBwU M‡o ‡Zvjvq we‡kl f~wgKv 
iv‡Lb| 1938 mv‡j wZwb wPÎvd‡Uv bv‡g GKwU 
d‡UvMÖvwd ÷ywWI  cÖwZôv K‡ib| GB ÷ywWIwU 
mshy³ wQ‡jv ‡jKnvDm wbDR‡ccvi Mªyc Gi mv‡_ 
hvi Aax‡b wQj `¨v ‡mBjb Aemvifvi wcK‡Uvwiqvj  
hvi m¤úv`bv `vwq‡Z¡ I‡qÛU&  wb‡RB wQ‡jb| wZwb 
diwU w_« Mªyc bv‡gi GKwU Mªy‡ci  cÖwZôv m`m¨ 
wQ‡jb, GB MªycwU 20 kZ‡Ki AvaywbK wkíx‡`i 
wb‡q 1943 mv‡j M‡o I‡V Ges G‡KB kÖxjsKvi 
giWvwb÷ wkíx‡`i  cÖ_g mw¤§wjZ ‰kwíK mË¡v 
aiv n‡q _v‡K| Zvi AskMÖnbK…Z D‡jøL‡hvM¨  
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Art Museum (2003); Lionel Wendt, Gallery 

706, Colombo (1996); Lionel 

Wendt Photographs, Lionel 

Wendt Gallery, Colombo 

(1994); and The Camera 

Club, London, UK (1938).   

M. VIJITHARAN
(b. 1985, Kilinochi, lives and 

works, Kilinochi, Sri Lanka)

M. Vijitharan completed his 

BFA at the University of Jaffna 

in 2014. His selected exhibition 

history includes: Contemporary 

Art From Sri Lanka, Aicon 

Gallery (2017); CAMP, Lionel 

Wendt Gallery, Colombo (2016); Truth to 

Truth, J.D. A Perera Gallery, Colombo (2016); 

Conceiving Space, 

Colombo Art Biennale 

(2016); Colombo scope 

(2015); and Open Edit, 

Park Street Mews, 

Colombo (2013).  

MANORI 
JAYASINGHE
(b. 1972, Dehiwala, Sri Lanka, 

lives and works, Colombo)

Manori Jayasinghe 

gained a Certificate 

Course in Painting and Sculpture from the 

Vibahavi Academy of Fine Art in 2002. She 

completed a Certificate Course in Advanced 

Jewellery Design at the Gem and Jewellery 

Institute, and studied Digital Art Photography 

at Vibhavi Academy of Fine Arts in 2007. 

Her selected exhibition history includes: 

Colombo Art Biennale (2014); War and Peace: 

M. Vijitharan, Displacement (2015), bicycle 

seat. Courtesy of the artist. 

Manori Jayasinghe, Untitled (2009), safety pins. Courtesy of 

the artist. 

cÖ`k©bx¸‡jvi g‡a¨ i‡q‡Qt WKz‡g›Uv diwUb, G‡_Ý, 
MÖxm (2017); Bg¨vwRwbs `¨v 
B‡Rj Gµmt wfb‡UR d‡UvMÖvwd 
d«g ‡mBjb, AvjKvwR dvD‡Ûkb 
GÛ b¨vkbvj wgDwRqvg w`jøx, 
BwÛqv (2015); `¨v ‡MR&  Ad&  
giWvwbwUt `¨v d‡UvMÖvdm Ad&  
jvq‡bj I‡qÛU& , dy‡KvKv Gwkqvb 
AvU© wgDwRqvg (2003); jvq‡bj  
I‡qÛU& , M¨vjvix ‡m‡fb I wm·, 
Kj‡¤^v (1996); jvq‡bj  I‡qÛU&  
d‡UvMÖvdvm& ©, jvq‡bj  I‡qÛU&  
M¨vjvix, Kj‡¤^v (1994) Ges 
`¨v K¨v‡giv K¬ve, jÛb, hy³ivR¨ 
(1938)| 

Gg wfwR_vivb
(Rb¥t 1985, wKwj‡bvwP; emevm I Kg©¯’jt 

wKwj‡bvwP, kÖxjsKv) 
Gg wfwR_vivb Rvd& bv 
wek¦we`¨vjq ‡_‡K 2014 
mv‡j weGdG wWMÖx AR©b 
K‡ib| Zvi D‡jøL‡hvM¨  
cÖ`k©bx¸‡jvi g‡a¨ 
i‡q‡QtK‡›Ug‡cvivwi 
AvU© d«g kÖxjsKv, GBKb 
M¨vjvix (2017); K¨v¤ú, 
jvq‡bj  I‡qÛU&  M¨vjvix, 
Kj‡¤^v (2016); Uªy_ Uy 
Uªy_, ‡R.wW.G ‡c‡iiv 
M¨vjvix, Kj‡¤^v (2016); 

Kbwmwfs ‡¯úm, Kj‡¤^v AvU© evB‡qbvj (2016); 
Kj‡¤^v ‡¯‹vc (2015) Ges I‡cb GwWU, cvK©÷«xU 
wgDm, Kj‡¤^v (2013)| 

gvbwi Rqwms‡n
(Rb¥t 1972, ‡`wnIqvjv, kÖxjsKv; emevm I 
Kg©¯’jt Kj‡¤^v)
gvbwi Rqwms‡n 2002 mv‡j wffvwf GKv‡Wwg 
Ad&  dvBb AvU©m ‡_‡K ‡cBw›Us I fv¯‹‡h© GKwU 
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Visual Narratives from Contemporary Sri 

Lanka, Park Street Mews, Colombo (2013); 

Colombo Art Biennale (2012); Woman Artists’ 

Colloquium Exhibition, Theertha Gallery, 

Colombo (2010); Theertha International Women 

Artists’ Residency 

Exhibition, Theertha 

Gallery, Colombo 

(2009); Changing 

Minds,  Anniversary 

Exhibition of Women 

and Media Collective, 

Lionel Wendt Gallery, 

Colombo (2009); 

and the VAFA Tenth 

Annual Exhibition,  

Lionel Wendt Gallery, 

Colombo (2006).

MUHANNED 
CADER
(b. 1966, 

Colombo, lives and works, Galle, Sri Lanka)

Muhanned Cader gained his BFA from the 

School of the Art Institute of Chicago in 1994. 

His selected exhibition history includes: 2nd 

Kochi-Muziris Biennale, Kochi, India (2014); 

Lines of Control, Herbert F. Johnson, Cornell 

University, NY (2012); Scripted Across the 

Indian Ocean, Green Cardamon, London (2011); 

Asia Pacific Triennale 6, Brisbane, Australia 

(2009); 79 days in Lahore, National College 

of Arts (NCA), Lahore, Pakistan (2002); 

Nilani Joseph, Fence V (2016), pen on paper. Courtesy of the artist. 

Muhanned Cader, Nightscapes (1999), acrylic on board.  

Courtesy of the Artist and Talwar Gallery, New York | New 

Delhi.  Private collection, Colombo. 

mvwU©wd‡KU ‡Kvm© m¤úbœ K‡ib| AZtci ‡Rg GÛ 
Ry‡qjvix Bbw÷wUDU ‡_‡K GWfvbmW&  Ry‡qjvwi 
wWRvB‡b GKwU mvwU©wd‡KU ‡Kvm© ‡kl K‡i 2007 
mv‡j wZwb cybivq wffvwf GKv‡Wwg Ad&  dvBb 

AvU©m G wWwRUvj AvU© 
d‡UvMÖvwd wb‡q Aa¨qb ïiæ 
K‡ib| Zvi D‡jøL‡hvM¨  
cÖ`k©bx¸‡jvi g‡a¨t 
Kj‡¤^v AvU© evB‡qbvj 
(2012); Iqvi A¨vÛ cxm& t 
wfRyqvj b¨v‡iUxfm&  d«g 
Kb‡U‡¤úvivwi kÖxjsKv, 
cvK© ÷«xU gxDh& , Kj‡¤^v 
(2013); Ig¨vb AvwU©÷mÕ 
KjwKDqvg  cÖ`k©bx, Zx_© 
M¨vjvix, Kj‡¤^v (2010); 
Zx_© B›U¨vib¨vkbvj 
Ig¨vb AvwU©÷mÕ‡iwm‡WwÝ 
Gw·wekb, Zx_© M¨vjvix, 
Kj‡¤^v (2010); ‡PwÄs 
gvBÛm& , G‡bfvimvwi 
Gw·wekb Ad&  DBg¨vb 

GÛ wgwWqv Kv‡jKwUf, jvq‡bj  I‡qÛU&  M¨vjvix, 
Kj‡¤^v (2009) Ges wfGGdG `kg evwl©K  
cÖ`k©bx, jvq‡bj I‡qÛU&  M¨vjvix, Kj‡¤^v (2006) 
Ab¨Zg|

gynvbœv` Kv‡`i
(Rb¥t 1966, Kj‡¤^v; emevm I Kg©‡¶Ît Mvj, 
kÖxjsKv) 
1994 mv‡j wkKv‡MvI AvU© Bbw÷wUDU ‡_‡K 
gynvbœv` Kv‡`i Zvi we Gd G wWMÖx AR©b K‡ib| 
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Nightscapes, Barefoot Gallery, Colombo 

(1999); and Untitled: Drawings and Paintings, 

Heritage Art Gallery, Colombo (1997).   In 

1997, he participated in the Khoj International 

Artists Workshop, in New Delhi, India. 

NILANI JOSEPH
(b. 1990, Jaffna, lives and works, Jaffna, Sri Lanka)

Nilani Joseph gained her BFA from the 

University of Jaffna in 2015. Her selected 

exhibitions include: Fences, Ramanathan 

Academy of Fine Arts, University of Jaffna 

(2015); Women in times of Transition, JDA 

Perera Gallery, Colombo (2015); Self Portraits, 

Saskia Fernando Gallery, Colombo (2017); and 

Nillanthan, BUNKER FAMILY (1996-1997), pen and ink on paper. 

Courtesy of the artist. 
Pradeep Thalawatte, Raja Theatre Halt (2012), watercolour on 

paper. Courtesy of the artist. Private Collection, Colombo. 

Serendipity Arts Festival, Goa, India (2017).

NILLANTHAN 
(b. 1965, Jaffna, lives and works, Jaffna, Sri Lanka)

In 2002 Nillanthan held a solo exhibition 

in the Sri Lankan town Puthukkudiyiruppu, 

in the district of Mullaitivu titled Pillaiyaar 

War Portraits. He has participated in group 

exhibitions at the University of Jaffna in 1999 

and in Trincomalee in 1998. From 1988 to 1989 he 

contributed illustrations and cartoons to Thisai. 

Zvi Ask ‡bIqv D‡jøL‡hvM¨  cÖ`k©bxi g‡a¨ 
i‡q‡Qt 2q KwP-gywRwik we‡qbbvwj, KwP, BwÛqv 
(2014); jvBÝ Ad&  K‡›UÖvj, nvieviU Gd Rbmb, 
Ki‡bj BDwbfviwmwU, wbDBqK© (2012); w¯Œ‡ÞW 
G‡µvm `¨v BwÛqvb Ikb, MÖxb KvW©v‡gvb, jÛb, 
hy³ivR¨ (2011); Gwkqv c¨vwmwdK UªvBG‡b‡j 
wm·, weªm‡evb, A‡÷«wjqv (2009); ‡m‡fw›U bvBb 
‡WBm Bb jv‡nvi, b¨vkbvj K‡jR Ad&  AvU©m (Gb 
wm G), jv‡nvi, cvwK¯Ívb (2002); bvBU‡¯‹ám, 
‡eqvidyU M¨vjvix, Kj‡¤^v (1999) Ges BDbvB‡UWt 
W«Bsm GÛ ‡cBw›Usm, ‡nwi‡UR AvU© M¨vjvix, Kj‡¤^v 
(1997)| 1997 G wZwb w`jøx‡Z AvšÍR©vwZK 
wkíx‡`i GKwU Kg©kvjv, Ô‡LvuRÓ G AskMÖnb 
K‡ib| 

wbjvwb ‡Rv‡md
(Rb¥t 1990, Rvd& bv; evm¯’vb I Kg©‡¶Ît Rvd& bv, 
kÖxjsKv) 
wbjvwb ‡Rv‡md 2015 mv‡j Rvd& bv wek¦we`¨vjq 
‡_‡K we Gd G wWMÖx AR©b K‡ib| Zvi AskMÖnb 
Kiv  cÖ`k©bx¸‡jv ‡d‡Ým, ivgvbv_vb GKv‡Wwg 
Ad&  dvBb AvU©m, Rvd& bv wek¦we`¨vjq (2015); 
DBg¨vb Bb UvBgm Ad&  UÖvbwRkb, ‡RwWG ‡c‡iiv 
M¨vjvix, Kj‡¤^v (2015), ‡mj& d ‡cvi‡UÖUm& , 
mvmwKqv dvibv‡›`v M¨vjvix, Kj‡¤^v (2017) 
Ges ‡m‡ibwWwcUx AvU©m& ‡dmwUfvj, ‡Mvqv, BwÛqv 
(2017)|
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PRADEEP THALAWATTE
(b. 1979, Ratnapura, lives and works, Jaffna, Sri Lanka) 

Pradeep Thalawatta attended the Beaconhouse 

National University, Lahore, Pakistan between 

2005 and 2007 BFA, graduating in painting.  

Between 2003 and 2004 he studied at the 

National Design Centre, Sri Lanka and between 

2000 and 2003, at the Vibhavi Academy of 

Fine Art, Sri Lanka. His solo exhibition history 

includes: Day 2 Day, Theertha Red Dot 

Gallery, Sri Lanka (2008). He has participated 

in several group exhibitions including: Sethu 

art project, 1shanthiroad, Bangalore, India 

(2010); Contemporary Sri Lankan Art Selected 

Works of Ten Artists, Millesgarden, Sweden 

and Theertha, Colombo (2005); Urban and the 

Individual, Fi”nominal Gallery, Colombo (2004).     

RUHANIE PERERA
(b.1979, lives and works, Colombo)

Ruhanie Perera gained an 

MA in Performance and 

Culture, Interdisciplinary 

Perspectives, from 

Goldsmiths, The University 

of London in 2009, and 

a BA in English from the 

University of Colombo in 

2006. She co-founded the 

Floating Space Theatre 

Company with Jake Orloff 

in 2007. In 2017 she was 

a South Asian Studies 

Fellow at Cornell University. Her selected 

performances include: Somewhere Between 

Truth and its Telling, Monsoon Residency in 

Philosophy, Uru Art Harbour, Kochi (2017); 

Inscribing Her, Theertha Performance Platform, 

Colombo (2015);  Forgetting November, 

A Floating Space Production, Harold 

Ruhanie Perera, Somewhere Between Truth and Its Telling, 

from Performance ‘Absence’, Colombo (2013), documentary 

photograph. Courtesy of the artist and Floating Space 

Theatre Company Archive. Photograph: Shehal Joseph. 

Machado. Courtesy of the artist and Saskia Fernando 

Gallery

wbjvb_b
(Rb¥: 1965, Rvd&bv; emevm I Kg©¯’j: Rvd&bv, 
kÖxjsKv)
2002 mv‡j wbjvb_b kÖxjsKvi gyjøvBwZfz †Rjvi 
cy_y°zwWDBiæày kn‡i wcjøvBqvi Iqvi ‡cv‡U©BUm 
wk‡ivbv‡g GKwU GKK cÖ`k©bxi Av‡qvRb K‡ib| 
wZwb 1999 mv‡j Rvd&bv wek¦we`¨vjq I 1998 
mv‡j wUªb‡Kvgv‡j‡ZI †hŠ_ cÖ`k©bx‡Z AskMÖnb 
K‡ib| 1988 ‡_‡K 1989 mvj ch©šÍ wZwb w_mvBG 
wPÎb I e¨½wPÎ cÖ`vb K‡ib|

cÖ`xc _vjvIqv‡Ë
(Rb¥: 1979, iZœcyiv; emevm I Kg©¯’j: Rvd&bv, 
kÖxjsKv)
cÖ`xc _vjvIqv‡Ë †eKbnvDm b¨vkbvj BDwbfvwm©wU, 
jv‡nvi, cvwK¯Ívb G 2005 I 2007 weGdG †Z 
wPÎKjvi Ici ¯œvZK AR©b K‡ib| 2003 Ges 
2004 mv‡j wZwb b¨vkbvj wWRvBb †m›Uvi, kÖxjsKv 

Ges 2000 †_‡K 2003 mv‡j 
wffvwf GKv‡Wwg Ad dvBb 
AvU©, kÖxjsKv †Z covïbv 
K‡ib| Zvi D‡jøL‡hvM¨ 
GKK cÖ`k©bx n‡”Q: †W 2 
‡W, Zx_© †iW WU M¨vjvix, 
kÖxjsKv (2008)| wZwb A‡bK 
†hŠ_ cÖ`k©bx‡ZI AskMÖnb 
K‡i‡Qb ‡h¸‡jvi g‡a¨ wm_y 
AvU© cÖ‡R±, 1kvwšÍ‡ivW, 
e¨v½v‡jvi, BwÛqv (2010); 
K‡›Ug‡cvivwi kÖxjsKvb 
AvU© wm‡j‡±W IqvK©m& Ad 
†Ub AvwU©÷, gvBjm&Mv‡W©b, 
myB‡Wb GÛ Zx_©, Kj‡¤^v 

(2005); Avievb GÛ w` BbwWwfRyqvj, wdÓbwgbvj 
M¨vjvix, Kj‡¤^v (2004) D‡jøL‡hvM¨|

iænvwb ‡c‡iiv
(Rb¥: 1979, emevm I Kg©¯’j: Kj‡¤^v)
iænvwb ‡c‡iiv 2009 mv‡j w` BDwbfvwm©wU Ad 
jÛb, ‡Mvìw¯§_m †_‡K cvidi‡gÝ GÛ KvjPvi, 
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Pieris Gallery, Colombo (2015); Absence, 

Colomboscope (2013); ‘Making, Unmaking 

(solo) War and Peace: Visual Narratives from  

Contemporary Sri Lanka’ 

Symposium, Harold 

Pieris Gallery, Colombo 

(2013); Stranger Than 

Fiction, Siobhan Davies 

Dance Studios, London 

(2012); Life Streaming, 

LIFT, London (2010); and 

Voicing Silence, A Bolo 

Theatre Production, 

Galle Literary Festival, 

Sri Lanka (2008).  

S. H. SARATH
(b.1947, Weligama, Sri Lanka. Lives and works, Colombo)

S. H. Sarath gained his BFA in painting from 

the Government School of Fine Arts, Colombo 

in 1973. He pursued post graduate studies 

in art at the Silpakon University in Thailand 

under a UNESCO fellowship, and thereafter 

completed a course in printmaking at the 

University of South Australia, Adelaide, in 

1995. His selected exhibition history includes: 

Expressions of Independence, Mona Bismarck 

Foundation, Paris (1990); To Redeem Man, 

Lionel Wendt Art Gallery, Colombo (1990); 

Second Segundo Biennale DELA, Havana (1986); 

Peace drawings, Asian Art Biennale, Dhaka 

(1983 and 1986); Lionel Wendt Art Gallery, 

Colombo (1982); Oil Paintings and Sculpture, 

Lionel Wendt Art Gallery, Colombo (1974).

SARATH KUMARASIRI
(b.1968, lives and works, Horana, Sri Lanka)

Sarath Kumarasiri gained his BFA in sculpture 

from the Institute of Aesthetic Studies and 

an MA in Archaeology from the Postgraduate 

S. H. Sarath, Untitled (1997), pen on paper. Courtesy of 

the artist. 

B›UviwWwmwcøbvwi cvm©‡cw±fm G ¯œvZK wWMÖx AR©b 
K‡ib Ges 2006 mv‡j Kj‡¤^v wek¦we`¨vjq †_‡K 
B‡iRx‡Z m¤§vb wWMÖx AR©b K‡ib| wZwb 2007 

mv‡j †RK Aij‡d&i mv‡_ 
†d¬vwUs †¯úm w_‡qUvi 
†Kv¤úvbx cÖwZôv K‡ib| 
2007 mv‡j wZwb K‡b©j 
wek¦we`¨vj‡q mvD_ 
Gwkqvb ÷vwWR Gi †d‡jv 
wQ‡jb| Zvi wbe©vwPZ 
wkí-Dc¯’vcbv¸‡jvi 
g‡a¨ D‡jøL‡hvM¨ n‡”Q: 
mvg‡nvqvi weUDBb Uªy_ 
GÛ BUm& †Uwjs, gbmyb 
†iwm‡WwÝ Bb wd‡jvmwd, 

Diæ AvU© nve©vi, †KvwP (2017); BÝµvBwes nvi, 
di‡MwUs b‡f¤^i, †d¬vwUs ‡¯úm †cÖvWvKmb, n¨viì 
wcqvm© M¨vjvix, Kj‡¤^v (2015); Zx_© cvid‡g©Ý 
cø¨vUdg©, Kj‡¤^v (2015); Ge‡mÝ, Kj‡¤^v‡¯‹vc 
(2013); ‡gwKs, Avb‡gwKs (GKK) Iqvi GÛ 
wcm&: wfRyqvj b¨v‡iwUfm& d«g K‡›U‡¤úvivwi kÖxjsKv 
wmg‡cvwRqvg, n¨viì wc‡qwim M¨vjvix, Kj‡¤^v 
(2013); †÷ªÄvi `¨vb wdKmvb, wm‡qfvb †Wwfm 
W¨vÝ ÷zwWIR, jÛb (2012); jvBd w÷ªwgs, wjd&U, 
jÛb (2010); Ges f‡qwms mvB‡jÝ, G †ev‡jv 
w_‡qUvi †cÖvWvK&mb, M¨v‡j¨ wjUvivwi †dw÷fvj, 
kÖxjsKv (2008)|

Gm. GBP& . kiZ
(Rb¥t 1947, I‡qwjMvgv, kÖxjsKv; emevm Ges 
Kg©¯’jt Kj‡¤^v)
1973 mv‡j Gm. GBP& . kiZ Kj‡¤^vi Mfvb©‡g›U 
¯‹yj Ad&  dvBb AvU©m&  ‡_‡K ‡cBw›Us-G mœvZK 
m¤úbœ K‡ib| _vBj¨v‡Ûi wkjcvKb wek¦we`¨vj‡q 
wkí wel‡q BD‡b‡¯‹v ‡d‡jvwkc wb‡q mœvZ‡KvËi 
‡kl K‡i 1995 mv‡j A¨v‡W‡jB‡W Aew¯’Z mvD_ 
A‡÷«wjqv wek¦we`¨vjq ‡_‡K wZwb w cÖ›U‡gwKs -G 
GKwU ‡Kvm© K‡ib| Zvi wbe©vwPZ  cÖ`k©bx¸‡jv 
njt G·‡ cÖkbm&  Ad&  BwÛ‡c‡ÛÝ& , ‡gvbv wem& gvK© 
dvD‡Ûkb, c¨vwim (1990); Uy wiWxg g¨vb, jvq‡bj  
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Institute of Archeology, Colombo. He also 

attended a bronze casting programme at the 

Royal College of Art, London. His selected 

exhibitions include: Visual Responses During 

the War: Selected Artists Works, Lionel 

Wendt Gallery and Harold Peiris Gallery, 

Colombo (2010); Artful Resistance: Crisis 

and Creativity in Sri Lanka, Museum fur 

Volkerkunde Wien, Vienna, Austria (2009); 

Urban and the Individual, Phenomenal 

Space Gallery, Colombo (2004); and Aham 

Puram Jaffna Library, Sri Lanka (2004).   

STEPHEN CHAMPION
(b. 1959, Worcester, UK, lives and works, Sri Lanka)

Stephen Champion gained his BA in 

Photography from the Arts Institute 

Bournemouth and his MFA from the Arts 

Institute San Francisco in 1984. He worked as 

a freelance portrait photographer in London 

until he moved to Sri Lanka in the early 1980s. 

His first book Lanka 1986-1992 was published 

in 1993, his second book, Sri Lanka War Stories 

in 2008, followed by Dharmadeepa in 2009. 

His work has featured in City Limits, BBC, The 

Tatler, Blueprint, Amnesty International, ICRC, 

Cafod, Hotshoe, Foto 8, International Alert 

Sarath Kumarasir:, No Glory (1998), terracotta. Courtesy of the 

artist Company Archive. Photograph: Shehal Joseph. Machado

Courtesy of the artist and Saskia Fernando Gallery

Stephen Champion, Independence Day Colombo (1991), C type 

print. Courtesy of the artist. Company Archive. Photograph: 

Shehal Joseph. Machado

I‡qÛ AvU© M¨vjvix, Kj‡¤^v (1990); ‡m‡KÛ‡mM~‡Ûv 
evB‡qbvj wWBGjG, nvfvbv (1983 Ges 1986); 
jvq‡bj I‡qÛ AvU© M¨vjvix, Kj‡¤^v (1982); 
A‡qj ‡cBw›Usm&  A¨vÛ¯‹víPvi, jvq‡bj  I‡qÛ AvU© 
M¨vjvix, Kj‡¤^v (1974)|

kiZ Kzgvivwmwi
(Rb¥t 1968; emevm I Kg©¯’jt ‡nvivbv, kÖxjsKv)
kiZ Kzgvivwmwi BÝwUwUDU Ad&  A¨vm‡_wUKm& ‡_‡K 
fv¯‹‡h© mœvZK Ges Kj‡¤^vi ‡cv÷-Mª¨vRy‡qU 
BÝwUwUDU Ad&  AvwK©IjwR ‡_‡K  cÖZœZ‡Ë¡ 
mœvZ‡KvËi m¤úbœ K‡ib| wZwb jÛ‡bi iq¨vj 
K‡jR Ad&  AvU© G GKwU ‡eªvÄ Kvw÷s ‡ cÖvMÖv‡gI 
AskMÖnY K‡i‡Qb| Zvi D‡jøL‡hvM¨  cÖ`k©bx¸‡jv 
njt wfRyqvj ‡i¯ú‡Ým wWDwis `¨v Iqvit wm‡j‡±W 
AvwU©÷m&  IqvK©m& , jvq‡bj  I‡qÛ M¨vjvix I n¨viì 
wcwim M¨vjvix, Kj‡¤^v (2010); AvU©dyj ‡iwm‡÷Ý& t 
µvBwmm A¨vÛ wµ‡qwUwfwU Bb&  kÖxjsKv, wgDwRqvg 
dv © fjKviKz›` DCY, wf‡qbv, Awó«qv (2009); 
Ave©vb A¨vÛ `¨v BwÛwfRyqvj, ‡d‡bv‡gbvj ‡¯úm 
M¨vjvix, Kj‡¤^v (2004); Ges Avnvg cyivg  Rvdbv 
jvB‡eªix, kÖxjsKv (2004)|

÷x‡db P¨vw¤úqb
(Rb¥t 1959, DIi ‡m÷vi, hy³ivR¨; emevm Ges 
Kg©¯’jt kÖxjsKv)
÷x‡db P¨vw¤úqb AvU©m&  BÝwUwUDU ‡eŠb©gvD_ ‡_‡K 
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and The Times. His selected exhibition history 

includes: Colours of Change, Brunei Gallery, 

SOAS, London (2013); (solo), Barefoot Gallery, 

Colombo, 1996; Lionel Wendt Gallery, 1995/96 

(touring, Sri Lanka); 

Festival of Lanka, British 

Council, Colombo, which 

toured to Kandy, Galle, 

and Kurunegala across 

Sri Lanka between 1995 

and 1996; Nupe Market, 

Matara, Sri Lanka (1989); 

Stara Galeria, Warsaw 

(1988); Sri Lanka, Barbican 

Centre, London (1988); 

and Portraits, with Arthur 

Tress, Photographers 

Gallery, London (1987).

SUJEEWA KUMARI
(b. 1971, Bandarawela, lives and 

works, Colombo, Sri Lanka)

Sujeewa Kumari 

studied at the Institute of Aesthetic Studies, 

Colombo and the AKI/ Art EZ Academy of 

Visual Arts and Design in the Netherlands in 

2002. Selected exhibitions include: Return 

in Search of Stillness, Sciences Gallery, 

Edinburgh (2017); Colombo Art Biennale 

(2016); Obliteration (performance), Nallur 

Hindu Tamil girls school, Jaffna and Galle 

Town Hall, Sri Lanka (2016); The Garden of 

Eden, Shalini Ganendra Gallery, Colombo 

(2014); Forgotten Dream (solo), Paradise Road 

Galleries, Colombo (2012); Between Kismet and 

Karma South Asian Woman Artists Respond to 

Conflict, Leeds Art Gallery, UK (2010); Artful 

Resistance, Museum of weltkulturen, Germany 

(2010); and Colombo Art Biennale (2009).

Sujeewa Kumar, Living Sculpture (2004), C-type print. 

Courtesy of the artist, Shalini Ganendra Fine Art and 

Saskia Fernando Gallery. 

d‡UvMÖvwd‡Z mœvZK I 1984 mv‡j AvU©m&  BÝwUwUDU 
m¨vb d«vwÝ‡¯‹v ‡_‡K mœvZ‡KvËi wWwMÖ jvf K‡ib| 
1980 mv‡ji ïi“i w`‡K kÖxjsKvq P‡j Avmvi 

AvMch©šÍ wZwb jÛ‡b 
wd«j¨vÝ d‡UvMÖvdvi wn‡m‡e 
KvR Ki‡Zb| Zvi  cÖ_g 
eB jsKv 1986-1992  
cÖKvwkZ nq 1993 mv‡j, 
Avi 2008 G kÖxjsKv 
Iqvi ‡÷vwiR&  wk‡ivbv‡g 
Zvi wØZxq eBwU‡K 
AbymiY K‡iB 2009 
mv‡jag©wØc  cÖKvwkZ 
nq| wmwU wjwgU& , wewewm, 
`¨v U¨vUjvi, e yw cÖ›U, 
A¨vg‡bw÷ B›Uvib¨vkbvj, 
AvBwmAviwm, Kvd`, nU 
ï, d‡Uv 8, B›Uvib¨vkbvj 
A¨vjvU© Ges `¨v UvBgm&  
G Zvi KvR  cÖKvwkZ 
n‡q‡Q| Zvi D‡jøL‡hvM¨  
cÖ`k©bx¸‡jv njt Kvjvim&  

Ad& ‡PÄ, eªæbvB M¨vjvix, GmIGGm, jÛb  
(2013); (GKK), ‡eqvid~U M¨vjvix, Kj‡¤^v, 
1996; jvq‡bj  I‡qÛ M¨vjvix, 1995/96 (kÖxjsKv 
mdi); ‡dw÷fvj Ad&  jsKv, weªwUk KvDwÝj, 
Kj‡¤^v hv 1995 Ges 1996 mv‡ji ‡fZi KvwÛ, 
Mv‡jø, Kziæ‡bMvjv w`‡q kÖxjsKv mdi K‡i; b¨yc 
gv‡K©U, gvZviv, kÖxjsKv (1989); ÷«vUv M¨v‡jwiqv, 
Iqv ©m (1988); kÖxjsKv, eviweKvb ‡m›Uvi, jÛb 
(1988); Ges Av_©vi ‡Uim Gi mv‡_ 1987 ‡Z 
jÛb M¨vjvixi ‡cvi‡UÖUm& |

mywRqv Kzgvix
(Rb¥t 1971, ev›`viI‡qjv; emevm Ges Kg©¯’jt 
Kj‡¤^v, kÖxjsKv)
mywRqv Kzgvix Kj‡¤^vi BÝwUwUDU Ad&  A¨vm‡_
wUKm& ÷vwWR&  Ges 2002 mv‡j ‡b`vij¨v‡Û 
G‡KAvB/AvU© B‡RW A¨vKv‡Wwg Ad&  wfRyqvj 
AvU©m&  A¨vÛ wWRvBb G Aa¨qb K‡i‡Qb| Av‡jvwPZ  
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SUMUDU ATHUKORALA
(b.1979, Gampaha, lives and works, Colombo, Sri Lanka)

Sumudu studied Architecture at the University 

of Moratuwa, Sri Lanka graduating in 2005, 

and later completed a Diploma in Film Making 

at the National Film Corporation in Sri Lanka. 

He was a fellow of the Asian Film Academy 

of the Busan film festival in 2011. Sumudu is 

currently practicing architecture in Colombo. 

He has directed many short films including 

Hole in the wall (which won Best Short Film 

of the Year at Agenda 14 Short Film Festival 

in 2014); A very short film about killing 

(2014); and Un identified video file (Short 

Film Corner, Cannes Film Festival 2015).

SUMEDHA KELEGAMA 
( 1988, Kandy, lives and works, Colombo, Sri Lanka)

Sumedha Kelegama studied Architecture at the 

Universidad de La Habana, ISPJAE, Cuba and 

graduated in 2015. He has also studied Spanish 

at the Universidad de Camilo Cienfuegos, 

Mantanzas, Cuba, and followed a postgraduate 

Diploma in Sociology at the University of 

Colombo. Sumedha is currently practicing 

Irushi Tennekoon, Sumedha Kelegama and Sumudu Athukorala, `83 (2016), stop motion 

animation still. Courtesy of the artists. 

cÖ`k©bx¸‡jv njt wiUvb© Bb mvP© Ad&  w÷j‡bm& , 
mv‡q‡Ým M¨vjvix, GwWbevM© (2017); Kj‡¤^v AvU© 
evB‡qbvj (2016); AejxUv‡ikb (cvid‡g©Ý), 
bvjøyi wn›`y Zvwgj Mvj©m& ̄ ‹yj, Rvdbv Ges Mv‡jø 
UvDb nj, kÖxjsKv (2016); `¨v Mv‡W©b Ad&  B‡Wb, 
kvwjbx M‡b›`« M¨vjvix, Kj‡¤^v (2014); diM‡Æb 
W«xg (GKK), c¨vivWvBm& ‡ivW M¨vjvixR& , Kj‡¤^v 
(2012); weUyBb wKmgvZ A¨vÛ Kvg©vt mvD_ 
Gwkqvb Ig¨vb AvwU©÷m& ‡i¯úÛ Uy Kbwd¬±, jxWm&  
AvU© M¨vjvix, hy³ivR¨ (2010); AvU©dyj ‡iwm÷¨vÝ& , 
wgDwRqvg Ad& ‡fëKzjZy‡ib, Rvg©vwb (2010); Ges 
Kj‡¤^v AvU© evB‡qbvj (2009)|

mygy`y Av_yKivjv
(Rb¥t 1979, M¤ún; emevm I Kg©¯’jt Kj‡¤^v, 
kÖxjsKv)
mygy`y 2005 mv‡j kÖxjsKvi ‡gvivZyqv wek¦we`¨vjq 
‡_‡K ¯’vc‡Z¨ cvk K‡ib Ges cieZ©x‡Z b¨vkbvj 
wdj¥ K‡c©v‡ikb ‡_‡K wW‡c vgv m¤úbœ K‡i‡Qb| 
2011 mv‡j AbywôZ eymvb wdj¥ ‡dw÷fv‡ji 
Gwkqvb wdj¥ A¨vKv‡Wwg‡Z wZwb GKRb ‡d‡jv 
wQ‡jb| mygy`y Kj‡¤^v‡Z Zvi ¯’vcZ¨ PP©v Pvwj‡q 
hv‡”Qb| mygy`y AmsL¨ kU© wdj¥ cwiPvjbv K‡i‡Qb 
hvi g‡a¨ ‡nvj Bb `¨v Iqvj (201Õi A¨v‡RÛv 14 
kU© wdj¥ ‡dw÷fv‡j ‡miv kU© wdj¥ cyi¯‹vi cÖvß); 
Av ‡fwi kU© wdj¥ A¨vevDU wKwjs (2014); Ges 
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Architecture with the renowned Sri Lankan 

architect Channa Daswatte. While in Cuba he 

worked with the distinguished Cuban architects 

Orlando Inclán and Adrian Fernandez. 

IRUSHI TENNEKOON
(b.1989 in Colombo, lives and works, Colombo, Sri Lanka)

Irushi Tennekoon completed her BA at the 

Sabaragamuwa University of Sri Lanka in 2013, 

and is currently reading for her MA in English 

Studies at the Department of English, University 

of Colombo. Tennekoon is a published 

cartoonist and children’s book illustrator, her 

published works include: Pestering Annie (2012), 

and Gramps and Grammy of Thereabouts 

(2017). She is also a lecturer of English language 

and literature, at the University of Colombo.

TILAK SAMARAWICKREMA
(b.1943 in Colombo, lives and works, Colombo)

Tilak Samarawickrema gained his MSc in 

Architecture from the University of Moratuwa, 

Sri Lanka in 1969 and completed his 

architectural studies at 

the Sri Lankan Institute 

of Architects in 2002. 

He has been working 

as a registered RIBA 

architect since 1969. 

Alongside his work as 

an architect, he has 

exhibited as an artist and 

designer, with a special 

interest in traditional 

crafts. His selected 

exhibition history 

includes: Fifty Year 

Retrospective of Line 

drawings, Wire sculpture 

and Animated Films, 

Tilak Samarawickrema, Andare of Sri Lanka (1979), animation 

still. Courtesy of the artist. 

Avb AvB‡WbwUdvBW wfwWI dvBj (kU© wdj¥ Kb©vi, 
Kvb wdj¥ ‡dw÷fvj 2015) Ab¨Zg|

my‡gav ‡K‡jMvgv
(Rb¥t 1988, Kvw›`; emevm I Kg©¯’j Kj‡¤^v, 
kÖxjsKv)
2015 mv‡j my‡gav ‡K‡jMvgv ¯’vcZ¨ wel‡q wKDevi 
BDwbfviwm`v` ‡` jv nvevbv, AvBGmwc‡RGB-G 
Aa¨qb m¤úbœ K‡ib| GQvovI wZwb gvbZvbhvm, 
wKDevq Aew¯’Z BDwbfviwm`v` ‡` Kvwg‡jv 
wm‡qbdy‡qMm ‡_‡K ¯ú¨vwbk fvlvq c‡o‡Qb Ges 
Kj‡¤^v wek¦we`¨vjq ‡_‡K mgvRwe`¨vq mœvZ‡KvËi 
wW‡c vgv AR©b K‡i‡Qb| kÖxjsKvi  cÖL¨vZ ¯’cwZ 
Pvbœv `vmIqv‡ËÕi mv‡_ my‡gav Zvi ¯’vcZ¨ Kg© 
Pvwj‡q hv‡”Qb| wKDevq _vKvKvjxb wZwb wewkó 
¯’cwZ Aj¨©v‡Ûv B¼jvb Ges A¨vwW«qvb dvibv‡›`R& Õi 
mv‡_ KvR K‡i‡Qb|

Biæwk ‡Z‡bœK~b
(Rb¥: 1989, Kj‡¤^v; emevm Ges Kg©¯’jt Kj‡¤^v, 
kÖxjsKv)
Bi“wk ‡Z‡bœK~b 2013 mv‡j mvevivMvgyqv 
wek¦we`¨vjq, kÖxjsKv ‡_‡K mœvZK m¤úbœ K‡ib, 

Ges eZ©gv‡b Kj‡¤^v 
wek¦we`¨vj‡qi Bs‡iwR 
wefv‡M mœvZ‡KvËi 
ch©v‡q co‡Qb| 
KvU©ywb÷ I wkï‡`i 
eB-AvuwK‡q wn‡m‡e 
‡Z‡bœK~b ‡ek  cÖPvi 
‡c‡q‡Qb; Zvi Kv‡Ri 
g‡a¨ Av‡jvwPZ 
njt ‡c÷vwis A¨vwb 
(2012), Ges 
Mª¨vgcm&  A¨vÛ Mª¨vwb 
Ad& ‡`qviA¨vevDUm&  
(2017)| GQvovI 
wZwb Kj‡¤^v 
wek¦we`¨vj‡qi Bs‡iwR 
fvlv I mvwnZ¨ wefv‡Mi 
GKRb  cÖfvlK|
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Lionel Wendt Art Gallery, Colombo (2016); 

New Approaches in Contemporary Sri Lanka 

Art, The Art Gallery of Colombo (1994); the 9th 

International Triennale, Grenchen, Switzerland 

(1982); Rizzoli Gallery (solo), New York (1980); 

Galleria dell’L Obelisco (solo), Rome, Italy 

(1977); XII Biennale di sao Paolo, Brazil (1972);  

Gallery II Nabla (solo), Milan (1972); and 

Samudra Gallery (solo), Colombo (1970).

TISSA DE ALWIS
(b. 1956, Pitakotte, lives and works, Pitakotte, Sri Lanka)

Tissa De Alwis has used plasticine since the 

early 1990s and also includes terracotta and 

found materials such 

as combs, cloth and 

various ephemera in 

his sculptures. His 

selected exhibition 

history includes:   One 

Hundred Years of 

Aviation, Upstream 

Gallery of Modern 

Art, Amsterdam, 

Netherlands (2017); 

Contemporary 

Miniatures and New 

Art from South Asia, 

Festival Melbourne 

at the Commonwealth Games, Melbourne, 

Australia (2006); Crafty Thoughts, University 

of Liverpool Art Gallery, UK  (2002); Fukuoka 

Asian Art Triennial (1999); 3rd Asia Pacific 

Triennial Queensland Art Gallery, Australia 

(1999); Exhibition of Clay Sculptures and 

Mobiles, Gallery Mount Castle, Colombo 

(1997); New Approaches in Contemporary 

Sri Lankan Art, Art Gallery of Colombo 

(1994); Objects that Enhance Architecture, 

Geoffrey Bawa Trust, Colombo (1991); 

Tissa De Alwis: Yellow Set (1999), plasticine, found objects. 

Courtesy of the artist. Collection Queensland Gallery of 

Modern Art. 

wZjK mvgvivDBK‡igv
(Rb¥: 1943, K‡jviv‡Wv; emevm I Kg©¯’j: 
K‡jviv‡Wv)
wZjK mvgvivDBK‡igv kÖxjsKvi ‡gvivZzqv 
wek¦we`¨vjq †_‡K 1969 mv‡j ¯’vcZ¨Kjv‡Z ¯œvZK 
wWMÖx AR©b K‡ib Ges  kÖxjsKvb Bbw÷wUDU Ad 
AvwK©‡U±m& †_‡K 2002 mv‡j ¯’vcZ¨Kjvi Ici 
Zvi Aa¨vqb m¤úbœ nq| wZwb 1969 mvj †_‡K 
AviAvBweG wbewÜZ ¯’cwZ wn‡m‡e KvR Ki‡Qb| 
GKRb ¯’cwZ wn‡m‡e KvR Kivi cvkvcvwk wZwb 
GKRb wWRvBbvi Ges wkíxmË¦v‡KI weKwkZ 
K‡i‡Qb, we‡kl K‡i HwZn¨MZ Kviæwk‡íi 
w`‡K Zvi Mfxi AvMÖn cÖKvk cvq| Zvi we‡kl 
wKQz cÖ`k©bxi g‡a¨ D‡jøL‡hvM¨: wddwU Bqvi 

†i‡Uªv‡¯úKwUf Ad 
jvBb WªBs, Iqvi 
¯‹víPvi GÛ Gwb‡g‡UW 
wdj¥m, jvq‡bj  I‡qÛU& 
AvU© M¨vjvix, Kj‡¤^v 
(2016); wbD G‡cÖvP&m 
Bb K‡›U‡¤úvivwi kÖxjsKv 
AvU©, w` AvU© M¨vjvix 
Ad Kj‡¤^v (1994); w` 
bvBb_& B›Uvib¨vkbvj 
UªvB‡qbvj, †MÖb‡Pb, 
myBRvij¨vÛ (1982); 
(GKK) wiRwj M¨vjvix, 
wbD BqK© (1980); 
(GKK) M¨vjvixqv 

†`jÕGj Aewjm‡Kv, †ivg, BZvwj (1977); XII 
evB‡qbvj w` mvI cvI‡jv, eªvwRj (1972); (GKK) 
M¨vjvix II bvejv, wgjvb (1972); Ges (GKK) 
mygv`ªv M¨vjvix, Kj‡¤^v (1970)|

wZkv w` AjDBm
(Rb¥: 1956, wcZv‡Kv‡Æ, emevm I Kg©¯’j: 
wcZv‡Kv‡Æ, kÖxjsKv)
wZkv w` AjDBm wmjb wmivwg‡Ki mv‡_ KvR K‡i 
wb‡R‡K GKRb g„Zwkíex` wn‡m‡e cÖwkwÿZ K‡i 
‡Zv‡jb Ges Gici wZwb wkÖjsKvi wWcvU©‡g›U 
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A_n_y_t_h_i_n_g_ _G_o_e_s, Lionel Wendt Art 

Gallery, Colombo (1988); and Impressions 

of the Western Frontier, The American 

Centers in Colombo and Kandy (1984).

TISSA RANASINGHE
(b. 1925, Yogiyana, Sri Lanka, lives and works, the UK)

After a brief career in agriculture from 1944 to 

1948, Tissa Ranasinghe went to the Government 

College of Arts in 1949. Upon his graduation 

in 1952 he continued his studies at Chelsea 

School of Art, followed by the Royal College 

of Art in London. In 1972 he joined the School 

of Sculpture, Royal College of Art, as assistant 

bronze caster and was 

made Master Founder in 

1973 until his retirement 

in 1991. His selected 

exhibitions include: 

2,500 Years of Buddhist 

Art, French Institute, 

London (1956); Lionel 

Wendt Gallery (solo), 

Colombo (1959); 7th Sao 

Paulo Biennale (1963); 

`43 Group Exhibition, 

21st Annual Exhibition, 

Colombo (1964); `43 

Group Exhibition, Royal 

Festival Hall, London (1985, 

1987); Lionel Wendt Art 

Gallery, Colombo (1994); 

Contemporary Sri Lankan Sculpture, 

National Art Gallery, Colombo (1996); 

Serendipity: New Art from Sri Lanka, October 

Gallery, London (2003); National Gallery 

(solo), Bangkok (2002) ;and Lionel Wendt 

Gallery (solo), Colombo (2003, 2011). 

T. Krishnapriya, Artefacts from Jaffna (2013), artist’s 

book. Courtesy of the artist. 

Ad ¯§j BÛvmwUªR G KvR K‡ib| wZwb Zuvi 
fv¯‹‡h©i Rb¨ 1990 mvj †_‡K cøvw÷mvBb bvgK 
cywU RvZxq e¯‘i e¨envi ïiæ K‡ib Ges Gi mv‡_ 
†Uiv‡KvUv, Luy‡R cvIqv e¯‘ †hgb wPiæbx, Kvcimn 
ÿY¯’vqx e¯‘I Zuvi fv¯‹‡h© hy³ Ki‡Z _v‡Kb| 
Zuvi we‡kl wKQz cÖ`k©bx g‡a¨: Iqvb nvb‡WªW 
Bqvim Ad Gwf‡qkb, Avcw÷ªg M¨vjvix Ad 
gWvb© AvU©, A¨vg&÷viW¨vg, †b`vij¨vÛm& (2017); 
K‡›U‡¤úvivwi wgwb‡qPvi GÛ wbD AvU© d«g mvD_ 
Gwkqv, †dw÷fvj †gj‡evb© A¨vU w` KgbI‡qj_& 
†Mgm&, †gj‡evb©, A‡óªwjqv (2006); µ¨vd&wU _Um&, 
BDwbfvwm©wU Ad wjfvicyj AvU© M¨vjvix, BD‡K 
(2002); dzKzIKv Gwkqvb AvU© UªvB‡qbvj (1999); 

_vW© Gwkqv c¨vwmwdK 
UªvB‡qbvj KzBbm&j¨vÛ AvU© 
M¨vjvix, A‡óªwjqv (1999); 
Gw·wekb Ad †K¬ ¯‹víPvi 
GÛ ‡gvevBjm&, M¨vjvix 
gvD›U K¨v‡mj&, Kj‡¤^v 
(1997); wbD A¨v‡cÖv‡Pm Bb 
K‡›U‡¤úvivwi kÖxjsKvb AvU©, 
AvU© M¨vjvix Ad Kj‡¤^v 
(1994); Ae‡R± `¨vU 
Gbn¨vÝ AvwK©‡UKPvi, ‡Rd&wi 
evIqv Uªv÷, Kj‡¤^v (1991); 
GÑwbÑw_ÑsÑ†MvÑR&, jvq‡bj  
I‡qÛU& AvU© M¨vjvix, Kj‡¤^v 
(1988); Ges B‡¤úªmbm& 
Ad `¨v I‡qóvb© d«w›Uqvi, 
w` A¨v‡gwiKvb †m›Uvi Bb 
Kj‡¤^v GÛ KvwÛ (1984) 
D‡jøL‡hvM¨|

wZkv ivbvwms‡n
(Rb¥: 1925, B‡qvwMBqvbv, kÖxjsKv, emevm Ges 
Kg©¯’j: hy³ivR¨)
1944 †_‡K 1948 ch©šÍ K…wl ‡ckvq _vKvi ci 
1949 mv‡j wZkv ivbvwms‡n Mfi‡g›U K‡jR 
Ad AvU©m G covïbv ïiæ K‡ib| 1952 mv‡j 
¯œvZK m¤úbœ Kivi c‡iI wZwb †Pjwm ¯‹zj Ad 
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T. KRISHNAPRIYA
(b. 1987, Jaffna, lives and works Jaffna, Sri Lanka)

Krishnapriya completed her BFA from the 

University of Jaffna in 2014. Her selected 

exhibitions include: Truth to Truth, JDA Perera 

Gallery, Colombo (2016); CAMP Artists show, 

Lionel Wendt Gallery, Colombo (2016); Healing 

and Loving, Tokyo (2016) Colomboscope 

(2016); Seven Conversations, Saskia Fernando 

Gallery, Colombo (2015); and Open Edit, 

Park Street Mews, Colombo (2013).

T. SHANAATHANAN
(b. 1969, Jaffna, lives and works, Jaffna, Sri Lanka)

Shanaathanan received his BFA in 1997 and 

his MFA in 2000 from the University of Delhi. 

In 2011 he completed his PhD at Jawaharlal 

Nehru University, New Delhi. Solo exhibitions 

of his work have been held at Paradise Road 

Gallery, Colombo (2001 and 2006), and at the 

Heritage Art Gallery, Colombo (1998). Recent 

group exhibitions include: the 3rd Kochi-Muziris 

Biennale, Kochi, India (2016); Colomboscope 

(2014); Non-Aligned, Barefoot Gallery, Colombo 

(2011); Border Zones, New Art Across Cultures, 

Museum of Anthropology, Vancouver, Canada 

(2009); the Asia Pacific Triennale, Queensland 

T. Shanaathanan: Cabinet of Resistance (2016), wooden chest, 
index cards, drawings. Courtesy of the artist and Saskia 

Fernando Gallery.

T. Krishnapriya, Artefacts from Jaffna (2013), artist’s book. 

Courtesy of the artist. 

AvU©m Ges c‡i jÛ‡b w` i‡qj K‡jR Ad AvU© 
G Aa¨qb Pvwj‡q hvb| wZwb 1972 mv‡j ¯‹zj 
Ad ¯‹víPvi, i‡qj K‡jR Ad AvU© G mnKvix 
†eªvÂ Kv÷vi wn‡m‡e †hvM`vb K‡ib, 1973 mv‡j 
Zv‡K gv÷vi dvDÛvi c‡` DwbœZ Kiv nq Ges 
1991 mv‡j Aem‡i hvb| Zuvi we‡kl wKQz cÖ`k©bxi 
g‡a¨ D‡jøL‡hvM¨: 2,500 Bqvim Ad eyw×ó AvU©, 
‡d«Â BÝwUwUDU, jÛb (1956); (GKK) jvq‡bj  
I‡qÛU& M¨vjvix, Kj‡¤^v (1959); †m‡fb_& mvI 
cvI‡jv evB‡qbvj (1963); 43 MÖæc Gw·wekb, 
21Zg A¨vbyqvj Gw·wekb, Kj‡¤^v (1964); 43 
MÖæc Gw·wekb, i‡qj †dw÷fvj nj, jÛb (1985, 
1987); (GKK) jvq‡bj I‡qÛU& M¨vjvix, Kj‡¤^v 
(1994); K‡›U‡¤úvivwi kÖxjsKvb ¯‹víPvi, b¨vkbvj 
AvU© M¨vjvix Kj‡¤^v (1996); †m‡ibwWwcwU: wbD 
AvU© d«g kÖxjsKv, A‡±vei M¨vjvix, jÛb (2003); 
(GKK) b¨vkbvj M¨vjvix, evsKK (2002): Ges 
(GKK) jvq‡bj  I‡qÛU& M¨vjvix, Kj‡¤^v (2003, 
2011)|

wU. K…òvw cÖqv
(Rb¥t 1987, Rvdbv; emevm I Kg©¯’jt Rvdbv, 
kÖxjsKv)
K…òvw cÖqv 2014 mv‡j Rvdbv wek¦we`¨vjq ‡_‡K 
weGdG m¤úbœ K‡ib| Zvi wbe©vwPZ  cÖ`k©bx¸‡jvi 
g‡a¨ i‡q‡Qt Uªy_ Uy Uªy_, ‡RwWG c¨v‡iiv M¨vjvix, 
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Art Gallery, Australia 

(2010); and The One Year 

Drawing Project, Devi 

Foundation, India (2009). 

T. P. G. 
AMARAJEEWA
(b. 1972, Galle, lives and works, 

Colombo, Sri Lanka)

Amarajeewa received his 

BFA from the University of 

the Visual and Performing 

Arts, Sri Lanka in 2000. 

His selected group 

exhibition history includes:  

Not Another Art Project, 

Barefoot Gallery, Colombo 

(2015); Asian Art Exhibiton, 

Gallery AS220, Rhode Island (2012); Artful 

Resistance, Museum of Ethnology, Frankfurt, 

Germany (2010); Colombo Art Biennale 

(2009); Colombo-Lahore, Art Scene Galleries, 

Karachi, Pakistan (2009); and Colombo Artists, 

Lionel Wendt Gallery, Colombo (2007).

W.J.G. BELING 
(b. 1907, Gampola, d. 1992 in Colombo, Sri Lanka)

Beling studied art and architecture at the Sir 

J.J School of Art in Bombay between 1926 and 

1967. He held the position of Chief Inspector 

of Art for the Ceylon Schools from 1932 to 

1967, and in 1943, was a founding member of 

Sri Lanka’s first modernist art movement, the 

‘43 Group.  His selected exhibition history 

includes: Sketchbook: An Exhibition of the 

Beling Family collection to commemorate 

the 100th Birth Year of Geoffrey Beling, 

Sapumal Foundation, Barnes Places, Colombo 

(2008); The Burgher Connection Exhibition, 

Harold Peiris Gallery, The Lionel Wendt Arts 

T. P. G. Amarajeewa, Do Not Measure Me (2001), digital 

print. Copyright T. P. G. Amarajeewa and Groundviews, 

Sri Lanka.  

Kj‡¤^v (2016); 
wmGwcGg AvwU©÷m& ‡kv, 
jvq‡bj  I‡qÛU&  M¨vjvix, 
Kj‡¤^v (2016), nxwjs 
GÛ jvwfs, ‡UvwKI 
(2016) Kj‡¤^v‡¯‹vc 
(2016); ‡m‡fb 
Kbfvi‡mkbm& , mvmwKqv 
dvibv‡›`v M¨vjvix, 
Kj‡¤^v (2015); I‡cb 
GwWU, cvK© w÷«U wgDR& , 
Kj‡¤^v (2013)|

wU. kvbv_vbvb
(Rb¥t 1969 Rvdbv| 
emevm I Kg©¯’j, Rvdbv, 
kÖxjsKv|)
kvbv_vbvb w`jøx 

wek¦we`¨vjq n‡Z 1997 mv‡j I 2000 mv‡j 
h_vµ‡g weGdG I GgGdG wWwMÖ AR©b K‡ib| 
2011 mv‡j wZwb bZyb w`jøx¯’ RInvijvj ‡b‡niæ 
wek¦we`¨vjq n‡Z wcGBPwW wWwMÖ AR©b K‡ib| 
Zvi GKK  cÖ`k©bx¸‡jv c¨vivWvBm ‡ivW M¨vjvix, 
Kj‡¤^v(2001 Ges 2006), ‡nwi‡UR AvU© M¨vjvix, 
Kj‡¤^v, (1998)  cÖgy‡L AbywôZ n‡q‡Q| Zvi 
mv¤ú«wZK `jMZ  cÖ`k©bx¸‡jvi g‡a¨ i‡q‡Qt _vW© 
KwP-gywRwim&  evB‡qbvj, KwP, fviZ (2016); 
Kj‡¤^v‡¯‹vc (2014); bb-AvjvBÛ, ‡eqvi dyU 
M¨vjvix, Kj‡¤^v (2011); eW©vi ‡Rvbm& , wbD AvU© 
A¨vµm KvjPvim, wgDwRqvg Ad&  A¨vš’«‡cvjwR, 
f¨vbKzfvi, K¨vbvWv (2009); Gwkqv c¨vwmwdK 
UÖvB‡qbvj, KzBÝj¨vÛ AvU© M¨vjvix, A‡÷«wjqv 
(2010); Ges `¨v Iqvb Bqvi W«Bs  cÖ‡R±, ‡`we 
dvD‡Ûkb, fviZ (2009)| 

wU, wc, wR,AvgvivwRIqv
(Rb¥t 1972 Mvj; emevm I Kg©¯’jt Kj‡¤^v, 
kÖxjsKv) 
AvgvivwRIqv kÖxjsKvi BDwbfvwm©wU Ad&  `¨v 
wfRyqvj GÛ cvidwg©s AvU©m n‡Z 2000 mv‡j 
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Center (2004); An Exhibition of Paintings, 

Drawings and Sculpture by the ’43 Group 

521, Darley Road, Colombo (1943); Paintings 

by George Keyt and Geoffrey Beling, 99A 

Union Place, Colombo (Motor Showrooms) 

(1932); Exhibition of Paintings by George Keyt 

and Geoffrey Beling, Ferguson Memorial 

Hall, Union Place, Colombo (1930); and W.W. 

Beling Memorial Exhibition, Dutch Burgher 

Union Hall, Reid Avenue, Colombo (1928). 

weGdG wWwMÖ AR©b K‡ib| Zvi wbe©vwPZ `jMZ  
cÖ`k©bxi g‡a¨ D‡jøL‡hvM¨ nj, bU A¨vbv`vi 
AvU©  cÖ‡R±, ‡eqvidyU M¨vjvix, Kj‡¤^v, (2015); 
Gwkqvb AvU© Gw·wekb, M¨vjvix GGm220, ‡ivW 
Avqvij¨vÛ (2012); AvU©dyj ‡iwmmU¨vÝ, wgDwRqvg 
Ad&  G_‡bvjwR, dª¨v¼dyU, Rvg©vwb (2010); Kj‡¤^v 
AvU© evB‡qbvj (2009); Kj‡¤^v-jv‡nvi, AvU© 
‡mb M¨vjvixR& , KivwP, cvwK¯Ívb (2009); Ges 
Kj‡¤^v AvwU©÷m& , jvq‡bj  I‡qÛU& , M¨vjvix, Kj‡¤^v 
(2007)|

We y, ‡R, wR, ‡ewjs
(Rb¥t 1907, Mvgcvjv; g…Zz¨t 1992, Kj‡¤^v, 
kÖxjsKv)
‡ewjs 1926 n‡Z 1967 mv‡ji gv‡S m¨vi ‡R,‡R 
¯‹yj Ad&  AvU©-G wkí I ¯’vcZ¨Kjv Aa¨qb K‡ib| 

1932 ‡_‡K 1967 mvj ch©šÍ wZwb 
wmjb ¯‹yjm&  Gi  cÖavb wkí cwi`k©‡Ki 
c‡` AwawôZ wQ‡jb| wZwb 1943 mv‡j 
kÖxjsKvi  cÖ_g AvaywbKZvev`x wkí 
Av‡›`vjb Mªyc 43 Gi  cÖwZôvZv m`m¨ 
wQ‡jb| Zvi D‡jøL‡hvM¨  cÖ`k©bxi g‡a¨ 
i‡q‡Q, ‡¯‹PeyKt A¨vb Gw·wekb Ad&  `¨v 
‡eBwjs d¨vwgwj Kv‡jKkb Uy K‡g‡gv‡iU 
`¨v nv‡Û«_ ev_© Bqvi Ad& ‡Rd& wi ‡ewjs, 
mvcygvj dvD‡Ûkb, ev‡b©m ‡c m, 
Kj‡¤^v (2008); `¨v evi‡Ni Kv‡bKkb 
Gw·wekb, n¨viÛ‡cBwim M¨vjvix, `¨v 
jvq‡bj Iqv›U AvU©m ‡m›Uvi (2004); 
A¨vb Gw·wekb Ad& ‡cBw›Usm& , W«Bsm&  
GÛ¯‹víPvi evB `¨v Õ43 Mªyc 521, 
Wvi‡jB ‡ivW, Kj‡¤^v (1943); ‡cBw›Us 
evB RR©‡KBU Ges ‡Rd& wi ‡ewjs, 99G 
GDwbqb ‡c m, Kj‡¤^v (g‡Uvi ‡kviægm) 
(1932); A¨vb Gw·wekb Ad&  RR©‡Kwb 
A¨vÛ‡Rdwi ‡ewjs, dvi¸mb ‡g‡gvwiqvj 

nj, BDwbqb ‡c m, Kj‡¤^v (1930); Ges We y, We y, 
‡ewjs ‡g‡gvwiqvj Gw·wekb, WvP eviNvi BDwbqb 
nj, ‡iBW GwfwbD, Kj‡¤^v (1928)|

W. J. G. Beling, View from Layards Road House Window (1969), wax crayon on 

paper. Courtesy of the artist.  Collection Ruth Dunuwille, Colombo. 
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MEDIATION TOOL

FEEDBACK

USE THIS PAGE TO TELL US WHAT YOU THINK, TEAR IT OUT, AND 

LEAVE IT ON THE THIRD FLOOR FEEDBACK BOARD.  

GB KvMRwU e¨envi K‡i Avgv‡`i Rvwb‡q w`b  cÖ`k©bxi ‡Kvb AskwU Avcbv‡K 
bvov w`‡q‡Q| 4Zjvi wdWe¨vK ‡ev‡W© wb‡Pi AskwU wQu‡o Avcbvi Abyf~wZi K_v 
wj‡L ‡i‡L ‡h‡Z cv‡ib|

EXHIBITION/ARTWORK MADE ME THINK OF…...........................................…

KvRwU/cÖ`k©bxwU ‡`‡L Avgvi g‡b n‡q‡Q................................................…………………
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PLANETARY PLANNING

MªnRvMwZK cwiKíbv
DEVIKA SINGH

Desmond Lazaro, The Dymaxion Map. I.e. ‘Icosahedron – The Dymaxion Map, Wood (White Ash), cloth, gold gild on gesso. Courtesy 

and copyright: the artist. 

†`weKv wms 
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In 1969 visionary architect and designer Buck-

minster Fuller delivered the Nehru memorial 

lecture in New Delhi, entitled ‘Planetary Plan-

ning’, in which he claimed that South Asia could 

be conceived as a form of axis-mundi and a cra-

dle for all humanity. Using this lecture as a point 

of departure, the exhibition explores notions 

of world making that have been articulated in 

and from South Asia by three generations of 

international artists since the 1940s.  Plane-

tary thinking, pensée-monde, and worldliness 

are some of the concepts that have been put 

forward to describe globalisation as a historical 

process and the worldview that accompanies it. 

Sometimes folded into more specific geograph-

ical units (Asia, South Asia, the Indian Ocean, 

seen as the origins of early globalisation etc.), 

trade, empire, and economic exchanges, as well 

as scientific innovations, have all been some 

of its crucial vectors. Against this complex and 

historically unequal canvas of exchanges but 

also of imaginary ‘immobile movement’, to use 

Edouard Glissant’s term, artists have projected 

alternative, at times utopian thinking, and locat-

ed themselves within it. 

By including the works of artists whose trajecto-

ry has been marked by travel and migration, the 

exhibition explores how artistic movement chal-

lenges fixed identities and inherent hierarchies. 

1969 mv‡j ¯^cœ`k©x ¯’vcZ¨wkíx Ges bKkvKvi evKwgwb÷vi 

dzjvi ÔMªnRvMwZK cwiKíbvÕ kxl©K †bniæ¯§viK e³…Zv cª`vb 

K‡ib| Zuvi e³…Zvq wZwb `vwe K‡ib †h `w¶Y Gwkqv‡K GK 

gnv wgjb‡gjv I gvbeRvwZi †`vjbv iƒ‡c Kíbv Kiv †h‡Z 

cv‡i| GB e³…ZvwU‡K hvÎvi m~Pbvwe›`y wn‡m‡e a‡i 1940 

†_‡K Avi¤¢ K‡i weMZ wZb cªR‡b¥i AvšÍR©vwZK wkíxiv 

†hfv‡e `w¶Y Gwkqvq cªPwjZ Ges `w¶Y Gwkqv n‡Z D™¢~Z 

RMr wbg©v‡Yi wewfbœ aviYv e¨³ K‡i‡Qb, Zvi AbymÜvb Kiv 

n‡q‡Q GB cª`k©bxwU‡Z| wek¦vqb‡K GKwU HwZnvwmK cªwµqv 

iƒ‡c eY©bv Ki‡Z wM‡q Ges wek¦vq‡bi mv‡_ mswkøó wek¦`k©b 

e¨³ Kivi †¶‡Î MªnRvMwZK fvebv (‡cwm-gy›`) Ges BnRvM-

wZKZvi gZ †ek wKQy aviYv mvg‡b P‡j G‡m‡Q| KLbIev 

AviI mywbw`©ó †fŠ‡MvwjK As‡k (Gwkqv, `w¶Y Gwkqv, fviZ 

gnvmvMi‡K Avw`g wek¦vq‡bi Drmf~wg BZ¨vw` wn‡m‡e †`Lv 

nq) wefvwRZ K‡i wek¦vqb‡K e¨vL¨v Kiv n‡q‡Q- evwYR¨, 

mvgªvR¨ Ges A_©‰bwZK cwieZ©b GgbwK ‰eÁvwbK Avwe®‹vi 

wek¦vq‡bi ¸iæZ¡c~Y©me gvÎvmg~n| wewbg‡qi GB RwUj I 

HwZnvwmKfv‡e Amg K¨vbfv‡mi cÖwZK‚‡j, GQvovI KwíZ 

¯’wei PjgvbZv’ (G`yqv wMømuvi cwifvlvq) ‡evSv‡Z wkíxiv 

m¤¢ve¨ weKí ev¯ÍeZvi, Avevi KLbIev KíRvMwZK fvebvi 

cª‡¶cY K‡i‡Qb Ges Gi gv‡S wb‡R‡`i ¯’vcb K‡i‡Qb|

ågY Ges cwihvqb hv‡`i Rxe‡bi c_‡K wPwýZ K‡i Ggb 

wkíx‡`i KvR AšÍf©y³ Kivi gva¨‡g ‰kwíK ågYe„ËvšÍ wKfv‡e 

¯’vqx cwiPq Ges †mme cwiP‡qi mnRvZ †kÖwYwefvM‡K 

A¯^xKvi K‡i cª`k©bxwU Zv A‡š^lY K‡i‡Q| AZx‡Zi 

evwYwR¨K †hvMv‡hvM Avi bv›`wbK ms‡hv‡Mi wPÎ dywU‡q Zyj‡Z 

GB cª`k©bx‡Z wewbg‡qi c_‡iLv¸wj Aw¼Z n‡q‡Q| GB 

c_‡iLv¸wj ̀ w¶Y Gwkqvi HwZnvwmK mwÜ¶Y Avi wew”QbœZvi 

gyn~Z©¸wj‡K hvPvB K‡i| 1940 †_‡K eZ©gvb mgq ch©šÍ 

AMIE SIEGEL, AYESHA SULTANA, BUCKMINSTER FULLER, DESMOND LAZARO, 
HERA BÜYÜKTASÇIYAN, ISAMU NOGUCHI, LALA RUKH, MOHAMMAD KIBRIA, 

MUZHARUL ISLAM, NOVERA AHMED, SEHER SHAH, ZARINA HASHMI
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Reflecting on trade connections and aesthetic 

networks, the lines of transfer drawn in the 

exhibition examine the historical junctures and 

disjunctures of South Asia. They also look back 

at cross-regional exchanges, for example be-

tween Bangladesh and Japan, the United States 

and India, from the 1940s until now. The point 

is one of convergence. The works that result 

reflect on the interconnection of geographical 

spaces. Some of the artists in the exhibition 

sustained cloose relationships, while others are 

juxtaposed for the first time. Yet, they all belong 

to different stages of an aesthetic exploration 

on line and architecture. Many exhibited artists 

conceive of architecture both as a bearer of 

place and as a language holding the possibility 

of worldly affiliations. Through the descriptive 

potential of drawing, photography and film, they 

probe how architectural imagination can be the 

repository of cultural memory and planetary 

planning from South Asia. 

Opening with a geodesic dome, which was pop-

ularised by Buckminster Fuller, the exhibition 

features a series of photographs by Fuller’s 

friend Isamu Noguchi. Noguchi first visited 

India in 1949. He arrived in Bombay via Italy, 

Greece and Egypt and toured the country’s 

main architectural sites for about four months 

on this initial trip. Though the classical and 

early modern art Noguchi encountered and the 

Jantar Mantar observatories of Delhi and Jaipur 

he photographed had a lasting influence on his 

later work, the design and architectural projects 

Noguchi conceived of, including for a memorial 

to Gandhi, remained unrealised. Because of 

this, his deep connection to the country is still 

relatively unknown.

While Noguchi first went to Paris on his way 

evsjv‡`k-Rvcvb, gvwK©b hy³ivóª-fviZ BZ¨vw` AvšÍtAvÂwjK 

wewbg‡qi cªwZI `„wócvZ Kiv n‡q‡Q| GB A‡š^l‡Yi dj¯^iƒc 

cªvß wkíKg©¸wj wewfbœ †fŠ‡MvwjK Ae¯’v‡bi AvšÍtms‡hvM‡K 

cªwZdwjZ K‡i| cª`k©bx‡Z AskMªnYKvix wkíx‡`i KviI 

KviI gv‡S `xN©w`‡bi m¤úK© i‡q‡Q, Avevi A‡b‡K GB 

cª_gevi cvkvcvwk KvR Ki‡Qb| A_P Zuviv mK‡jB wPÎwkí 

I ¯’vcZ¨wk‡íi bv›`wbK A‡š^l‡Yi wewfbœ ch©v‡qi AšÍM©Z| 

cª`wk©Z wkíx‡`i A‡b‡KB ¯’vcZ¨Kjv‡K ¯’v‡bi evnK Ges 

RvMwZK mw¤§j‡bi m¤¢vebvc~Y© GKwU fvlv e‡j we‡ePbv 

K‡ib| ¯’vcZ¨Kjvq msiw¶Z Kíbv wKfv‡e `w¶Y Gwkqvi 

mvs¯‹…wZK ¯§„wZ I MªnRvMwZK cwiKíbvi Avavi n‡Z cv‡i, 

†m welqwU Zuviv A¼b, Av‡jvKwPÎ Ges Pjw”P‡Îi eY©bv Kivi 

¶gZv‡K e¨envi K‡i AbymÜvb K‡i‡Qb|

cª`k©bxi cª_g AvKl©Y nj GKwU wRI‡WwmK ‡Wvg hvi e¨vcK 

cªPjb N‡U evKwgwb÷vi dzjv‡ii nvZ a‡i| cª`k©bx‡Z dzjv‡ii 

eÜz Bmvgy †bv¸wPi avivevwnK Av‡jvKwPÎ cwi‡ewkZ nq| 

‡bv¸wP cª_g fviZ mdi K‡ib 1949 mv‡j| wZwb BZvwj, wMªm 

I wgki n‡q †ev‡¤^ Av‡mb| cªvq Pvi gvme¨vcx GB md‡i wZwb 

fvi‡Zi D‡jøL‡hvM¨ ¯’vcZ¨ wb`k©b¸wj Ny‡i †`‡Lb| ‡bv¸wP 

†hmKj aªyc`x I cªvK-AvaywbK wkíK‡g©i ms¯ú‡k© Av‡mb Ges 

Rqcyi I w`wjøi hšÍi gšÍi gvbgw›`‡ii †hme Av‡jvKwPÎ wZwb 

MªnY K‡ib, †m¸wj Zvi cieZ©x Kv‡R `xN©¯’vqx cªfve we¯Ívi 

K‡i‡Q| hw`I MvwÜi Rb¨ GKwU ¯§„wZ‡mŠamn †hme bKkv 

I ¯’vcZ¨ cªK‡íi cwiKíbv ‡bv¸wP K‡iwQ‡jb Zvi †KvbUvB 

ev¯ÍevwqZ nqwb| GKvi‡Y †`kwUi mv‡_ ‡bv¸wPi Mfxi m¤úK© 

Av‡cw¶Kfv‡e ARvbvB i‡q †M‡Q|

fvi‡Z hvIqvi c‡_ hLb ‡bv¸wP c¨vwim mdi K‡ib, ZLb 

b‡fiv Avn‡g` hvÎv KiwQ‡jb D‡ëvc‡_| 1960 Gi `k‡Ki 

cª_gw`‡K c~e©-cvwK¯Ívb †_‡K wZwb c¨vwi‡m wM‡q emwZ ¯’vcb 

K‡ib Ges †mLv‡bB Rxe‡bi evwKUv mgq cvi K‡ib| cª`k©bx-

‡Z Avn‡g‡`i evsjv‡`‡k †i‡L hvIqv cª_g w`‡Ki wkíKg©¸wj 

AšÍf©y³ Kiv n‡q‡Q| GB KvR¸wj wkíx c¨vwi‡m wM‡q Avay-

wbK Nivbvi cªwZ Suy‡K civi Av‡Mi mgqKvi| Avn‡g‡`i 

GgbB GKwU wkíKg© nj †K›`ªxq MY Mªš’vMvi (eZ©gv‡b XvKv 

wek¦we`¨vjq Mªš’vMvi) Gi Rb¨ evbv‡bv GKwU wiwjd-fv®‹h© 

hvi bKkvKvi ¯’cwZ gvRnviæjBmjvg| cª`k©bx‡Z GB KvR-

wUi cªm½ D‡jøL Kiv n‡q‡Q| gvRnviæjBmjvg evsjv‡`‡ki 

me‡P‡q cªfvekvjx ¯’cwZ e‡j cwiwPZ| Zuvi wb‡Ri ¯’vcZ¨ 
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to India, Novera Ahmed made the reverse tra-

jectory, leaving East Pakistan in the 1960s and 

settling in Paris where she remained for most of 

her life. The exhibition includes early works by 

Ahmed that were left in Bangladesh after the 

artist moved to Paris and attest to her modern-

ist impulse. One of Ahmed’s in situ works was 

a relief work made for the Public Library (now 

Dhaka University Library) a building designed by 

Muzharul Islam and docummented in the exhi-

bition. Islam is recognised as being Bangladesh’s 

most influential architect. Besides the signifi-

cance of his own buildings, he was instrumental 

in inviting Louis Kahn, Stanley Tigerman and 

Paul Rudolph to work in Bangladesh. One of 

his residential projects was the house of artist 

Mohammad Kibria. The exhibition includes a se-

ries of early prints by Kibria that were made in 

Japan or inspired by his time there, in the late 

1950s and early 1960s, when he was encouraged 

by his mentor Hideo Hagiwara to deconstruct 

figures into abstraction. 

 

Like Kibria, the artist Zarina Hashmi, whose life 

and career has been marked by displacement, 

practiced woodblock printing in Japan in the 

mid-1970s. Inspired by Marcel Duchamp’s Boîte-

en-valise, The Ten Thousand Things (2009-) is a 

miniature rescaling of the artist’s works. This im-

posing archival project presents reproductions 

of all her works in a nine-by-six-inch format, 

chosen for its resemblance to the paperback 

book. The exhibition also pays homage to the 

critical legacy of another woman artist, Lala 

Rukh, who passed away in 2017. Rukh’s Mirror 

Image and Nightscape series (both 2011) speak 

of her drive to deconstruct landscape. Taking 

drawing at its edge, the near black mono-

chromes bear traces of white that percolate 

across the surface and leave an unexpected 

Kg© QvovI jyB Kvb, ÷¨vbwj UvBMvig¨vb Ges cj iæWjd’‡K 

evsjv‡`‡k Avbvi †¶‡Î wZwb mnvqK f~wgKv cvjb K‡ib| 

Zuvi wbwg©Z GKwU AvevwmK cªKí nj wkíx gyn¤§` wKewiqvi 

evwo| cª`k©bx‡Z wKewiqvi cª_g w`KKvi QvcwP‡Îi GKwU 

wmwiRI AšÍf©y³ n‡q‡Q, hv wkíx Rvcv‡b Ae¯’vbKv‡j A_ev 

1950Gi `k‡Ki ‡klw`‡K Ges 60-Gi `k‡Ki cª_gw`‡K 

‡m‡`‡k Ae¯’v‡bi ¯§„wZ Øviv AbycªvwYZ n‡q m¤úbœ K‡ib| 

Rvcv‡b _vKvKv‡j Zuvi weÁ I wek¦¯Í civgk©`vZv wn‡`I nvw-

MIqviv wKewiqv‡K DrmvwnZ K‡ib wdMvi wWKÝUªv± K‡i we-

g~Z© iƒc`v‡bi †¶‡Î|

wKewiqvi gZB wkíx hvwibv 1970-Gi `k‡Ki gvSvgvwS 

mg‡q Rvcv‡b DWeøK wcªw›Us-Gi PP©v K‡ib| Zuvi Rxeb I Kg© 

Avcb wbevm †_‡K DrLvZ nIqvi AwfÁZvi Qvchy³| gvi‡mj 

Wuz¨‡kv’i †ev‡q‡Z-qub-f¨vwjh Øviv AbycªvwYZ hvwibvi Pjgvb 

†Ub _vDR¨vÛ w_sm (2009-) Zuvi wb‡Ri wkíK‡g©i GKwU 

wgwb‡qPvi cybtwbg©vY| GB e„n`vKvi msi¶YvMvi wbg©vY cªK‡í 

Zuvi me wkíK‡g©i 9x6 BwÂ AvKv‡ii cªwZwjwc AšÍf©y³ Kiv 

n‡e| ‡ccvie¨vK eB‡qi mv‡_ mv`„k¨ Av‡Q e‡j GB cªKiY 

wbe©vPb Kiv n‡q‡Q| jvjv iæL bv‡gi Av‡iKRb bvix wkíxi 

Av‡jvwPZ-mgv‡jvwPZ DËivwaKvi‡KI GB cª`k©bx‡Z m¤§vwbZ 

Kiv n‡q‡Q| GB wkíx 2017 mv‡j ci‡jvKMgb K‡ib| wgii 

B‡gBR I bvBU‡¯‹c (Dfq wkíKg©B 2011 mv‡ji) kxl©K `ywU 

wmwiR wkíKg© j¨vÛ‡¯‹c wWKÝUªv± Kivi cªwZ Zuvi Zvobvi 

K_v e‡j| A¼b †KŠk‡ji m‡e©v”P e¨envi K‡i Zuvi cªvq Kv‡jv 

g‡bv‡µvg wPÎKg©¸wj‡Z mv`v i‡Oi mvgvb¨ nw`m cvIqv hvq, 

†hb Zv wbKl Kv‡jv Zj †_‡K PyB‡q co‡Q| me wgwj‡q GKwU 

¶xY cªfvi B‡¤cªkb m„wó nq| Zuvi we¯Í…Z Wªwqs-KvM‡Ri Rwgb 

ev¯Íe ¯’vb I Amx‡gi mv‡_ mgwe¯Í…wZ jvf K‡i|

‡WmgÛ j¨vRv‡ivÕi KvR¸wji gv‡S AšÍf©y³ GKwU AvB‡Kvm-

v‡nWªb †gvevBj hvi mv‡_ fuvR Kiv GKwU WvBg¨v·b g¨vc 

mshy³ i‡q‡Q| wkíKg©wU cª`k©bxi Rb¨ we‡kl fv‡e wbwg©Z 

Ges ¯úóZB, ¯’vb I f~‡Mvj wb‡q dzjv‡ii bb-nvqvivwK©K¨vj 

A¨v‡cªvP Øviv AbycªvwYZ, †hLv‡b †KvbI Dci-wbP wKsev DËi-

`w¶Y †bB| j¨vRv‡iv fviZ †_‡K evg©v I hy³iv‡R¨ Zuvi 

cwiev‡ii cwihvq‡bi Mí Ges wjW‡m _vKvKv‡j cªv_wgK 

we`¨vj‡q †kLv gnvcyiæl, RvZxq bvqK, w`wM¦Rqx Ges Aw-

fhvÎx‡`i M‡íi ¯§„wZ iPbv K‡i‡Qb| †¯^”Qv-weåvwšÍi GKwU 

Abyiƒc aviYvi Øviv Av‡qkv myjZvbv’i KvR msµwgZ| Zvi †_
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impression of luminosity. The paper surface of 

her expansive drawings becomes coextensive 

with real space, and a symbol of infinity. 

Made especially for the exhibition and directly 

inspired by Fuller’s non-hierarchical approach 

to space and geography, in which there is no up 

or down, no north or south, Desmond Lazaro’s 

works include a Dymaxion map folded into 

an icosahedron mobile. Lazaro weaves in his 

family story of migration from India, to Burma 

and the United Kingdom, and his recollection 

of attending primary school in Leeds where he 

was told the stories of great men, national he-

roes, conquerors and explorers. A similar sense 

of disorientation infects the work of Ayesha 

Sultana. Her Threshold series (2012-13) compris-

es scratched photographs of landscapes and 

monuments. Many of them were taken by her 

father in the Gulf region while he was posted 

in Kuwait with the Bangladesh Air Force in the 

years leading up to the 1991 Gulf War. Others, 

including all of the views from Pakistan, are 

found ones. Together, the accumulation of 

images from unidentified locations and liminal 

spaces create an effect of dislocation enhanced 

by the treatment of the photographs. 

Taking Amritsar’s Golden Temple as a starting 

point, the collages of Istanbul based Hera 

Büyüktascıyan explore the social memory of 

architecture and its connection to power.  In 

addition to the series Reconstructors (2017), 

the exhibition presents new works that further 

her enquiry into the historical conscience of 

architecture, collective memory, fluvial routes 

and aquatic landscapes. A reflection on remem-

brance and disappearance also undergirds the 

work of Seher Shah. Her record of Brutalist 

architecture as it unfolded across the globe 

ªk‡nvì wmwiR (2012-13) wkíKg©wU wbwg©Z n‡q‡Q j¨vÛ‡¯‹c 

Ges ¯§„wZ‡mŠ‡ai UyUvdvUv Av‡jvKwPÎ w`‡q| †mm‡ei A‡b-

K¸‡jvB Zuvi evevi †Zvjv| wkíxi evev hLb 1991 mv‡ji 

DcmvMixq hy‡×i c~‡e© evsjv‡`k wegvbevwnbxi mv‡_ Ky‡q‡Z 

Ae¯’vb KiwQ‡jb, ZLbKvi| cvwK¯Ívb †_‡K cvIqv wPÎ¸w-

jmn Ab¨vb¨ me Av‡jvKwPÎ msM„nxZ| AÁvZ Drm Ges 

cwieZ©bkxj ¯’vb †_‡K msM„nxZ B‡gR¸wj GK‡Î ¯’vbPy¨wZi 

GKwU åg ‰Zwi K‡i hv B‡g‡Ri wUªU‡g›U Øviv weewa©Z nq|

Ag„Zm‡ii ¯^Y©gw›`i‡K m~Pbvwe›`y a‡i, B¯Ívbeyj wbevmx 

†niv eyBqy¨³vwmqvbÕi ‡KvjvR¸wj wewfbœ ¯’vcbvi mvgvwRK 

¯§„wZ Ges ¶gZvi mv‡_ ¯’vcbvwUi ms‡hvM A‡š^lY K‡i| 

wWKÝUªv±im& (2017) wmwiR wkíK‡g©i cvkvcvwk cª`k©bx‡Z 

Zuvi bZyb KvRI cwi‡ewkZ n‡q‡Q| GB KvR¸wj ¯’vcZ¨Kjvi 

HwZnvwmK †PZbv, mgwóMZ ¯§„wZ, b`xc_ Ges RjR 

j¨vÛ‡¯‹c wel‡q wkíxi AbymÜvb‡K AMªmi K‡i‡Q| †m‡ni 

kvn&Õi Kv‡RI Abyiƒc ¯§„wZPviYv Ges we¯§„wZ euvav c‡o‡Q| 

wek¦e¨vcx eªyUvwj÷ ¯’vcZ¨Kjvi weKvk m¤^Üxq †h †iKW© wZwb 

msMªn K‡i‡Qb Zv Av‡jvKwPÎ wbf©i GB Av‡jvKwPÎ¸wj 

wbLuyZfv‡e AbymiY K‡i eo AvKv‡ii Wªwqs Kiv n‡q‡Q| 

D™¢vwmZ Kswµ‡Ui `vjvb‡K cªk¯Í Avbyf~wgK †iLvi ¯Í‡i 

wewkøó Kiv n‡q‡Q| a~mi i‡Oi mg„× e¨env‡i KvVv‡gv¸wj 

Av‡jvK¯‘‡c cwiYZ nq, hv‡`i †fŠwZK AvengÛj Avgv‡`i 

gWvwb©÷ AZx‡Zi A½xKvi¸wj ¯§iY Kwi‡q †`q| me‡k‡l, 

GB cª`k©bx‡Z `ywU Pjw”PÎ cª_gev‡ii gZ `w¶Y Gwkqvq 

cª`wk©Z nq, g~jZ PÛxM‡o aviYK…Z gvwK©b wkíx Gwg wmMvj 

wbwg©Z Pjw”PÎ| Gi GKwU mvwK©U (2013), GLv‡b PÛxMo 

kn‡ii b¨vPvivj wn÷wi wgDwRqv‡gi ‘B‡fvwjDkb Ae jvBd’ 

M¨vjvwii GKwU jyc kU cwi‡ewkZ n‡q‡Q| Aci Pjw”P‡Îi 

bvg ‡cªv‡f‡bÝ (2013), GLv‡b wc‡qi Ru¨‡b‡iÕi AvB-

KwbK Avg©‡Pqv‡ii evRvi g~j¨ m„wói wcQ‡b wewfbœ mg‡q Gi 

¯^Z¡vwaKvi I cvi¯úwiK wbf©ikxjZvi †bUIqvK©-Gi cðv`gyLx 

AbymÜvb Kiv n‡q‡Q| cª`k©bxi Ab¨vb¨ wkíKg©¸wj‡Z cªvP¨-

cvðv‡Z¨i, DËi-`w¶‡Yi gv‡S HwZnvwmK wewfbœ we‡iva Ges 

Zv‡`i ms¯ú‡k© Avmv AÂj I wgjb¯’‡ji wbweo Abyaveb 

Dc¯’vwcZ n‡q‡Q|
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is based on photographs that are minutely 

transcribed into large-scale drawings. Exposed 

concrete buildings are broken down into layers 

of broad horizontal lines. Using a rich palette 

of grey, the structures transform into light 

masses whose spectral aura remind us of the 

social promises of the modernist past. Finally, 

the exhibition premieres in South Asia two film 

works largely shot in Chandigarh by artist Amie 

Siegel. Circuit (2013) presents a looped shot of 

the “Evolution of life” gallery at the city’s Natural 

History Museum, while Provenance (2013) traces 

in reverse the networks of ownership and 

interdependency that create the market value 

of Pierre Jeanneret’s iconic armchairs. As with 

the other works in the exhibition, it presents a 

cloose understanding of the historical tensions 

between east and west, north and south as well 

as their contact zones and confluence. 

Jantar Mantar Observatory, Delhi, India, 1949 - 1956. ©The Isamu Noguchi Foundation and Garden Museum, 

New York / Artist Rights Society [ARS]. Photo by Isamu Noguchi.
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BUCKMINSTER FULLER
(b. 1895 in Milton, Massachusetts, d. 1983 in Los Angeles, USA)

Buckminster Fuller was a renowned inventor 

and visionary who dedicated his life to finding 

solutions to make the world sustainable by 

understanding the earth as one integrated 

system, with human design playing a central role 

in shaping it.  He attended Harvard University, 

before being expelled twice. He lectured at 

Massachusetts Institute of Technology (MIT) 

and Harvard University in the 1940s, taught at 

Black Mountain College in 1948 and 1949, and 

became a professor at the Southern Illinois 

University in the 1950s, and was later awarded 

the Emeritus Professorships at the SIU and the 

University of Pennsylvania. Fuller first came 

to India in the late 1950s on a lecture tour, 

returning regularly throughout his career and 

lecturing widely across the country.  In 1969, 

he gave the Nehru Memorial Lecture titled 

“Planetary Planning” and was also invited to 

advise on the design of new airports in Bombay, 

Delhi and Madras.  Perhaps best known for 

popularising the geodesic dome, Fuller believed 

that the geodesic structure and Dymaxion 

house could help solve India’s housing problem. 

Throughout the course of his life, Fuller held 

28 patents, received 47 honourary degrees, 

and authored 28 books, some of the most 

significant of which include: Operating Manual 

for Spaceship Earth (1968); Critical Path (1981) 

and Guinea Pig B (1983).  His design projects 

and buildings include the Dymaxion House, 

Dymaxion Car, Dymaxion Map, the Fuller Dome 

Home (1960) and the United States Pavilion of 

Expo 67 in Montreal.

ISAMU NOGUCHI
(b. 1904 in Los Angeles, California, d. 1988 in New York City, 

USA)

A significant figure in American, and 

evKwgb÷vi dzjvi 
(Rb¥- 1895, wgëb, g¨vmvPz‡mU&m, g„Z¨z 1983, jm 
A¨v‡Ä‡jm, gvwK©b hy³ivóª) 
evKwgb÷vi dzjvi wQ‡jb GKRb weLvZ Avwe®‹viK 
Ges ¯^cœ`k©x whwb Zvi mviv Rxeb DrmM© K‡i‡Qb GB 
c„w_ex‡K wKfv‡e Av‡iv `xN©¯’vqx emev‡mi Dc‡hvMx 
Kiv hvq Zvi DËi LyuR‡Z| wZwb cy‡iv c„w_ex‡K 
GKwU mgwš^Z e¨e¯’vi AšÍM©Z g‡b Ki‡Zb hvi 
g~‡j i‡q‡Q gvby‡li eyw× Ges bKkv| `yÕevi ewn®‹vi 
nIqvi Av‡M wZwb nvf©vW© wek¦we`¨vj‡qi QvÎ wQ‡jb| 
1940 mv‡j wZwb g¨vmvPz‡mUm BÝwUwUDU Ad 
†UK‡bvjwR (GgAvBwU) Ges nvf©vW© wek¦we`¨vj‡q 
wk¶KZv K‡ib, 1948 I 1949 mv‡ji gv‡S eø¨vK 
gvD‡›UBb K‡j‡R, Ges 1950 mv‡j mvD`vb© Bwjbq 
wek¦we`¨vj‡q Aa¨vcK nb, cieZ©x‡Z Gm AvB 
BD Ges †cbwmjfvwbqv wek¦we`¨vj‡q G‡gwiUvm 
cª‡dmbvjwmc G cyi®‹…Z nb| dzjvi 1950 mv‡ji 
†k‡li w`‡K GK e³…Zv wmwi‡Ri Ask wn‡m‡e 
cÖ_gev‡ii g‡Zv fvi‡Z Av‡mb, Ges cieZ©x‡Z 
cy‡iv Kg©Rxe‡bi wewfbœ mgq fvi‡Z G‡m mgMª 
fviZRy‡o wewfbœ e³…Zvq Ask †bb| wZwb 1969 
mv‡j Òcø¨v‡bUvwi cø¨vwbsÓ bvgK ‡b‡niæ ‡g‡gvwiqvj 
e³…Zv †`b| wZwb wRI‡WwmK M¤^y‡Ri RbwcÖqZvi 
Rb¨ me‡P‡q †ewk cwiwPZ| dzjvi g‡b Ki‡Zb, 
wRI‡WwmK MVb Ges WvBgvw·Ib Ni fvi‡Zi 
Avevmb mgm¨vi mgvavb Ki‡Z cvi‡e| ZvQvov 
1972 mv‡j ‡ev‡¤^, w`jøx, Ges gv`ªvR wegvbe›`‡ii 
bKkv Kivi Rb¨ Zv‡K Avgš¿Y Rvbv‡bv nq| Zvi 
RxeÏkvq dzjvi 28 wU ‡c‡U›U, 47 wU m¤§vbbv wWMªx, 
Ges 28 wU eB †j‡Lb, hvi g‡a¨ D‡jøL‡hvM¨ nj: 
Acv‡iwUs g¨vbyqvj di ‡¯úmkxc Av_© (1968); 
wµwUKvj cv_(1981) Ges wMwbwcM we (1983),Zvi 
¯’vcZ¨ †cÖv‡R± ¸‡jvi g‡a¨ i‡q‡Q w` WvBgvw·Ib 
nvDR (cÖ_g g‡Wj D‡¤§vPb 1933), w` dzjvi †Wvg 
†nvg (1960), w` BDbvB‡UW †÷Um c¨vwfwjqb 
G·‡cv 67 Ges gw›Uªj ev‡qvwùqvi (1967)| 
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international modernism, Isamu Noguchi was 

an artist, whose practice spanned sculpture, 

public installation, set design, landscape 

architecture, industrial design, and photography. 

Noguchi studied at Columbia University, 

before travelling to Paris on a Guggenheim 

Scholarship, where between 1927 and 1929 he 

worked as an assistant to Constantin Brancusi. 

Responding to the attack on Pearl Harbour 

during WWII, and the opening of internment 

camps for Japanese Americans, he founded 

the Nisei Writers and Artists Mobilisation for 

Democracy in 1942, and later voluntarily spent 

seven months in an internment camp. Noguchi 

collaborated on various projects with composer 

John Cage, dancers 

Merce Cunningham 

and Martha Graham, 

and the architect 

Louis Kahn. He first 

visited India in 1949 

with a grant from the 

Bollingen Foundation, 

touring the country’s 

main architectural 

sites: an experience 

that remained a 

lasting influence 

through the rest of his 

career.  The design 

and architectural projects Noguchi conceived 

for several sites in India remained unrealised, 

rendering his deep connection to the country 

virtually unknown. Numerous retrospectives 

of his work have been held, including Isamu 

Noguchi, Archaic/Modern, Smithsonian 

American Art Museum (2016); Isamu Noguchi, 

Museo Nacional Centro de Arte Reina Sofia, 

Madrid (2002), and Isamu Noguchi, the Whitney 

Museum of American Art, New York (1968). 

Isamu Noguchi, Jantar Mantar Observatory, Jaipur, Rajasthan, 

1949 - 1956. ©The Isamu Noguchi Foundation and Garden 

Museum, New York / Artist Rights Society [ARS].

Bmvgy ‡bv¸wP
(Rb¥- 1904, jm A¨v‡Ä‡jm, K¨vwj‡dvwb©qv, g„Zy¨ 
1988, wbD BqK©, gvwK©b hy³ivóª) 
Av‡gwiKvb Ges AvšÍR©vwZK gWvwb©R‡gi Ab¨Zg 
cw_K…r, Bmvgy ‡bv¸wP GKvav‡i GKRb wkíx Ges 
¯’cwZ| Zvi Kv‡Ri cwiwa Qwo‡q Av‡Q fv¯‹h©, 
w¯’iwPÎ, Ges cvewjK BÝU‡jkbmn wewfbœ ch©v‡q| 
wZwb Kjw¤^qv wek¦we`¨vjq †_‡K wWMªx jvf K‡i 
1927-1929 mv‡j ¸‡Mb‡nBg e„wË wb‡q c¨vwi‡mi 
KÝUu¨vbwUb eªvKzwmi wkíKjv wefv‡M mœvZ‡KvËi 
m¤úbœ K‡ib| wØZxq wek¦hy‡× cvj© nviev‡ii AvµgY 
Ges Rvcvwb es‡kv™¢‚Z Av‡gwiKvb‡`i Rb¨ e›`xwkwei 
†Lvjvi †cªw¶‡Z 1942 mv‡j wZwb wb‡mB ivBUvm© 
Ges AvwU©÷m †gvwejvB‡Rkb di †W‡gv‡µwm 

cÖwZôv K‡ib| cieZ©x‡Z 
wZwb wb‡RB mvZ gvm 
GKwU e›`xwkwe‡i KvUvb| 
‡bv¸wP m½xZ cwiPvjK 
Rb †KBR, b„Z¨wkíx ‡g‡i 
K¨vwbsnvg Ges gvi_v 
Mªvnvg, Ges ¯’cwZ jyB 
Kv‡bi mv‡_ A‡bK¸‡jv 
mgwš^Z cÖ‡R‡± AskMÖnY 
K‡ib| 1949 mv‡j wZwb 
eywj‡qb dvD‡Ûkb †_‡K 
e„wË wb‡q cÖ_gev‡ii g‡Zv 
fviZ ågY K‡ib| Zvi 
åg‡bi cz‡ivUv AskRz‡o 

wQ‡jv fvi‡Zi cÖavb cÖavb ¯’vcZ¨ wb`k©b| GB 
åg‡Yi cÖfve Zvi cieZ©x Kg©Rxe‡bi cy‡ivUv Rz‡oB 
wQj| hw`I fvi‡Zi †ekwKQz ¯’vcbvi Rb¨ ‡bv¸wPi 
wPšÍv Kiv bKkvi ev¯Íe iƒc †Kv‡bv mg‡qB wVK 
†mfv‡e ev¯Í‡e dz‡U DV‡Z cv‡iwb| Zvi A‡bK¸‡jv 
Kv‡RiB cÖ`k©bx m¤úbœ nq, hvi g‡a¨ D‡jøL‡hvM¨ 
wQ‡jv- Bmvgz ‡bv¸wP, Av‡K©BK/gWvb©, w¯§_‡mvwbqvb 
Av‡gwiKvb AvU© wgDwRqvg (2016);Bmvgy ‡bv¸wP, 
gy‡RI b¨vkbvj †m›Uvi †` AvU© †iBbv †mvwdqv, 
gvw`Ö` (2002), Ges Bmvgy ‡bv¸wP, `v ûBUwb 
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His work is included in the collections of the 

Metropolitan Museum of Art; the Museum 

of Modern Art, New York; the LACMA; the 

Guggenheim Museum; the Tate among others. 

He established the Isamu Noguchi Garden 

Museum in 1985, in Long Island City, New York, 

and represented the United States at the 

Venice Biennale in 1986. He was awarded the 

Edward McDowell Medal in 1982; the Kyoto 

Prize in 1986; the National Medal of Arts in 1987 

and the Order of the Secret Treasure from the 

Japanese Government in 1988.

MUZHARUL ISLAM
(b. 1923 in Murshidabad, British India, d. 2012 in  

Dhaka, Bangladesh)

Muzharul Islam was an architect, urban planner 

and educator, considered one of the pioneers 

of regional modernist thought in South Asian 

architecture. He received his BArch from the 

University of Oregon in 1952, a post-graduate 

degree in Tropical 

Architecture from 

the Architects 

Association, London, 

in 1957, and a MArch 

from Yale University 

in 1961. Islam sought 

to develop a language 

of architectural 

modernism in South 

Asia that responded 

directly to the local 

social, cultural 

and climatic conditions, but which also lay 

the groundwork for the development of 

architectural education in the region. He invited 

Louis I Kahn to design the National Assembly 

of Bangladesh, turning down the commission 

himself. He also invited Stanley Tigerman and 

Paul Rudolph to realise projects in Bangladesh. 

Muzharul Islam, Public Library at Dacca. North Elevation. 

Courtesy Nurur Rahman Khan. Director Muzharul Islam Archives

wgDwRqvg Ad Av‡gwiKvb AvU©, wbD BqK© (1968)| 
Zvi KvR msiw¶Z Av‡Q- †g‡UÖvcwjUvb wgDwRqvg 
Ad AvU©; `v wgDwRqvg Ad gWvb© AvU©, wbD BqK©; 
`¨ GjGwmGgG; `¨ ¸‡MbnvBg wgDwRqvg; `¨ †UU 
BZ¨vw`| wZwb 1985 mv‡j wbD Bq‡K©i js AvBj¨v‡Û 
Bmvgy ‡bv¸wP Mv‡W©b wgDwRqvg cÖwZôv K‡ib| 
1986 mv‡j †fwbm wØ-evwl©K wPÎ cÖ`k©bx‡Z gvwK©b 
hz³iv‡óªi cÖwZwbwaZ¡ K‡ib| wZwb 1982 mv‡j 
GWIqvW© g¨vK‡Wv‡qj c`K, 1986 mv‡j wK‡qv‡Uv 
c`K, 1987 mv‡j RvZxq c`K, Ges 1988 mv‡j 
Rvcvb miKv‡ii AW©vi Ad wm‡µU †UªRvi c`K 
cvb| 

gvRnviæj Bmjvg
(Rb¥- 1923, gywk©`vev`, weªwUk BwÛqv; g„Zy¨ 2012, 
XvKv, evsjv‡`k)
gvRnviæj Bmjvg GKBmv‡_ wQ‡jb GKRb 
¯’cwZ, bMiwe`, Ges wk¶vwe`| `w¶Y Gwkqvi 
¯’vcZ¨we`¨vq AvaywbK wPšÍvi weKvk NUv‡bvi Ab¨Zg 
cw_K…r wn‡m‡e we‡ewPZ nb wZwb| 1952 mv‡j 

wZwb BDwbfvwm©wU Ad 
A‡iMb †_‡K ¯’vc‡Z¨ 
wWMªx jvf K‡ib, 1957 
mv‡j jÛ‡bi AvwK©‡U± 
A¨v‡mvwm‡qkb †_‡K 
UªwcK¨vj AvwK©‡UKPv‡ii 
Dci mœvZ‡KvËi, Ges 
1961 mv‡j Av‡gwiKvi 
B‡qj BDwbfvwm©wU †_‡K 
cybivq mœvZ‡KvËi wWMªx 
m¤úbœ K‡ib| Bmjvg 
Ggb GK ai‡bi AvaywbK 

¯’vcZ¨‰kjxi fvlvi m~Pbv `w¶Y Gwkqvq ïiæ 
K‡iwQ‡jb hv mivmwi ¯’vbxq mvgvwRK, mvs¯‹…wZK, 
Ges cvwicvwk¦©K cwi‡e‡ki mv‡_ †hvMv‡hvM ¯’vc‡b 
m¶g wQj | GKB mv‡_ GwU G AÂ‡ji ¯’vcZ¨ 
we`¨vi wfwË ¯’vc‡b AMªMvgx f‚wgKv †i‡LwQj| Zvi 
Rxe‡bi Ab¨Zg KvRwU wQ‡jv XvKv gnvbMixi Rb¨ 



257

Islam’s architectural projects include the 

Faculty of Fine Arts, Dhaka University (1948), the 

Central Public Library (1954),Nipa Building and 

the Rangamati Township (1964), Jajangir Nagar 

University(1970), Chittagong Univeristy (1971), 

National Library and National Archives (1984). 

His work still stands as outstanding instances 

of situated modernism, as well as sensitive 

and visionary architectural masterpieces of 

architecture that address history, society, 

people, economy, city and foremost the building 

and aspiration of a nation.

MOHAMMAD KIBRIA
(b. 1929 in Birbhum, British India, d. 2011 in Dhaka, Bangladesh) 

Mohammad Kibria was a significant figure in 

the development of Bangladeshi modernism 

who worked primarily in painting and print. 

He graduated from 

the Government 

College of Arts and 

Craft, Calcutta in 

1950, and studied at 

the Tokyo University 

of the Arts from 1959-

62. He taught at the 

Faculty of Fine Arts, 

University of Dhaka, 

from 1952. Exhibiting 

internationally during 

his career, Kibria’s solo 

exhibitions include 

exhibitions at the 

Josep Broz Tito Art 

Gallery, Titograde, 

Yugoslavia (1986); the 

Bangladesh Shilpakala 

Academy, Dhaka 

(1981); and Bijutsu 

Shuppansha, Tokyo, 

GKwU gv÷vi cø¨vb ˆZwi Kiv| wb‡Ri cÖ¯ÍvweZ bvg 
ev` w`‡q wZwb Zvi wk¶K jzB Kvb‡K G‡`‡k Avgš¿Y 
K‡i wb‡q Av‡mb RvZxq msm` fe‡bi bKkv Kivi 
Rb¨| evsjv‡`‡ki ¯’vcZ¨ wkí‡K Av‡iv KvQ †_‡K 
†evSvi Rb¨ Av‡iv wb‡q Av‡mb ÷¨vbwj UvBMvig¨vb, 
wiPvW© †bDÎv, cj iæWjd, ievU© eyI‡q, Ges 
KÝU¨vbwU‡bvm †`vmvBw`m‡K| Zvi wKQz D‡jøL‡hvM¨ 
Kv‡Ri gv‡S i‡q‡Q- XvKv wek¦we`¨vj‡qi PviæKjv 
Abyl` (1948), RvZxq cvVvMvi (1954), Ges 
iv½vgvwU UvDbwkc (1964)| 

‡gvnv¤§v` wKewiqv 
(Rb¥- 1929, exif‚g, weªwUk BwÛqv; g„Zy¨- 2011, 
XvKv, evsjv‡`k)
‡gvnv¤§v` wKewiqv evsjv‡`‡k AvaywbK wPÎKjv 
weKv‡ki Ab¨Zg cw_K…r| wZwb 1950 mv‡j KjKvZv 
Mfb©‡g›U K‡jR Ad AvU©m Ges Kª¨vdU&m †_‡K 

mœvZK m¤úbœ K‡ib Ges 
1959-62 mvj ch©šÍ 
†UvwKI BDwbfvwm©wU‡Z 
PviæKjv wb‡q cov‡kvbv 
K‡ib| 1952 mvj †_‡K 
wZwb XvKv wek¦we`¨vj‡qi 
Kjv Abyl‡` wk¶KZv 
ïiæ K‡ib| Kg©Rxe‡bi 
cy‡ivUv Ry‡o wZwb we‡k¦i 
wewfbœ †`‡ki cÖ`k©bx‡Z 
Ask †bb| 1986 mv‡j 
hy‡Mvkøvwfqvi wU‡Uv‡Mª‡W 
†eªvR wU‡Uv AvU© M¨vjvwi, 
1981 mv‡j XvKvq 
evsjv‡`k wkíKjv 
GKv‡Wwg, Ges 1963 
mv‡j Rvcv‡bi †UvwKI‡Z 
weRyZmy ïcvvbkvq Zvi 
GKK cª`k©bxi Av‡qvRb 
Kiv nq| GQvovI XvKvq 
AbzwôZ (1981-03) 

Mohammad Kibria, Garden, 1961. Image courtesy of Kibria 

Family (© All Rights Reserved 2017)
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Japan (1963). His work was also included in the 

1st, 2nd, 3rd, 6th, 7th, 10th and 11th Asian Art 

Biennale, Dhaka (1981-03); Biennale of Graphic 

Art, Ljubljana, Yugoslavia (1983, 1986); the 3rd, 

4th and 6th Triennale of India (1975, 1978); 

and the 15th São Paulo Biennale, Brazil (1979). 

His work is included in the collections of the 

Bangladesh National Museum and Bangladesh 

Shilpakala Academy, among others. In 1983, 

he was awarded the Ekushey Padak, and in 

1999, the Independence Day Award, by the 

Government of Bangladesh.

ZARINA HASHMI
(b. 1937 in Aligarh, India, lives and works, New York, USA)

Zarina Hashmi works in the media of 

printmaking and sculpture. Born in British 

India, she experienced first-hand the violence 

of Partition, and the large-scale migration 

and displacement 

this produced: an 

experience which 

informed much of 

her later practice, 

which deals with 

themes of finding, and 

constructing a home. 

Zarina grew up on 

the campus of Aligarh 

Muslim University 

where her father was a 

professor of medieval 

history. She received 

a BSc in Mathematics 

from Aligarh Muslim 

University, but eventually left India in the 

late 1950s to embark on a roving life with her 

diplomat husband. Hashmi went on to study 

woodblock printing in Bangkok and Tokyo, 

and intaglio with S. W. Hayter at Atelier 17 in 

Paris. With intermittent stays in India, Zarina 

Zarina Hashmi, The Ten Thousand Things, 2009-ongoing. 
Installation view of Zarina: Paper Like Skin, January 25–April 21, 
2013, Solomon R. Guggenheim Museum, New York, NY. Photo: David 
Heald © Solomon R. Guggenheim Museum, New York. Artwork © 
Zarina; Courtesy of the artist and Luhring Augustine, New York.

1g, 2q, 3q, 6g, 7g, 10g, Ges 11g Gwkqvb 
AvU© we‡qbv‡j; hy‡Mvkøvwfqvi RyjRvbv MªvwdK AvU© 
we‡qbv‡j (1983, 1986); 3q, 4_©, 6g wUª‡qbv‡j 
Ad BwÛqv (1975, 1978); 15Zg mvI cvI‡jv 
we‡qbv‡j, eªvwRj (1979) BZ¨vw`‡Z Zvi Qwei 
cÖ`k©bx nq| eZ©gv‡b Zvi KvR evsjv‡`k RvZxq 
Rv`zNi Ges RvZxq AvU© M¨vjvix‡Z msiw¶Z Av‡Q| 
1983 mv‡j Zv‡K GKz‡k c`‡K f‚wlZ Kiv nq| Ges 
1999 mv‡j evsjv‡`k miKvi Zv‡K ¯^vaxbZv c`‡K 
f‚wlZ K‡i| 

hvwibv nvkwg
(Rb¥ 1937, AvjxMo, fviZ; eZ©gvb Avevm I 
Kg©¯’j wbD BqK©, gvwK©b hy³ivóª)
hvwibv nvkwg gy`ÖY, fv¯‹h©, Ges AvU© BÝU‡jk‡bi 
KvR K‡i _v‡Kb| weªwUk kvwmZ fvi‡Z Rb¥ †bqvi 
d‡j †`kfv‡Mi fqven wPÎ †`‡L‡Qb Lye KvQ 
†_‡K| GB wekvj Rb‡Mvôxi ¯’vbvšÍi Ges nVvr K‡i 

wVKvbvwenxb n‡q covi 
AwfÁZv Zvi cieZ©x‡Z 
Kv‡Ri gv‡S dz‡U D‡V‡Q| 
Zvi Kv‡Ri welqe¯Ízi 
gv‡S bZzb Avevm¯’j 
Luy‡R ‡div Avi ˆZwi 
Kivi AvKywZ Abyaveb 
Kiv hvq| hvwibvi ˆkke 
Kv‡U AvjxMo gymwjg 
wek¦we`¨vj‡q, ‡hLv‡b 
Zvi evev wQ‡jb ga¨hyMxq 
BwZnv‡mi GKRb 
Aa¨vcK| AvjxMo 
gzmwjg wek¦we`¨vjq †_‡K 
MwY‡Z mœvZK †kl Kivi 

ci Zvi K‚UbxwZwe` ¯^vgxi mv‡_ 1950 mv‡j we‡`‡k 
cvwo Rgvb LvwbKUv wek¦åg‡Yi Av‡g‡R| Kv‡Vi eø‡K 
Kiv gy`ªY Gi Dci e¨vsKK Ges †UvwKI‡Z cov‡kvbvi 
cvkvcvwk c¨vwi‡mi Av‡ZwjGi 17 †_‡K Gm. WweøD. 
nvqUv‡ii mv‡_ B›UvwMøI c×wZi Dci cªwk¶b †bb| 
fvi‡Z hvIqv Avmvi gv‡SB wZwb e¨vsKK, c¨vwim, 
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has lived in Bangkok, Paris, Tokyo, Santa Cruz 

and New York where she settled in the late 

1970s.  In 2013, her retrospective exhibition, 

Zarina: Paper Like Skin, opened at the Hammer 

Museum and toured to the Guggenheim, New 

York, and Art Institute of Chicago. In 2011, she 

was one of four artists to represent India at the 

54th Venice Biennale. Her selected exhibition 

history includes:  House with Four Walls, 

Bronx Museum of the Arts, Bronx, NY (1992), 

Workshop and Legacy: Stanley William Hayter, 

Krishna Reddy, Zarina Hashmi, Metropolitan 

Museum of Art, New York, NY (2016); Women 

In-Between: Asian Women Artists 1984–2012, 

Fukuoka Asian Art Museum, Fukuoka, Japan 

(2012); and Out of India: Contemporary Art of 

the South Asian Diaspora, Queens Museum of 

Art, Queens (1997). Her work is held in many 

public collections, including Tate, London; the 

Hammer Museum, Los Angeles; the Whitney 

Museum of American Art, New York; the 

Solomon R. Guggenheim Museum, New York; 

and the Museum of Modern Art, New York; 

among others.  

NOVERA AHMED 
(b. 1939, British India, d. 2015 in Paris, France)

Novera Ahmed was one of Bangladesh’s 

pioneering artists of the 20th century, who 

worked primarily in sculpture. Though accounts 

of her birth differ, most believe that Ahmed was 

born in what is now Bangladesh (then British 

India), and moved to Europe to study at the 

Camberwell College of Arts, where she studied 

under Karel Vogel, graduating in 1955, and 

before continuing to train under Jacob Epstein, 

and Venturino Venturi in Florence. Ahmed 

lived between Paris and Dhaka, from the 1960s, 

and travelled extensively across South and 

Southeast Asia, which left a deep impact on her 

practice; in Europe, she was acquainted with 

†UvwKI, jm A¨v‡Ä‡jm, mv›Uv µz‡R emev‡mi ci 
1970 Gi †k‡li w`‡K wbD Bq‡K© w_Zz nb| 2013 
mv‡j Zvi ¯§„wZPviYvg~jK cÖ`k©bx hvwibv: ‡ccvi 
jvBK w¯‹b, jm A¨v‡Ä‡j‡mi n¨vgvi wgDwRqv‡g 
ïiæ n‡q wbD Bq‡K©i ¸‡MbnvBg Ges wkKv‡Mvi AvU© 
BÝwUwUD‡U cÖ`wk©Z nq| 2011 mv‡j 54Zg †fwbm 
we‡qbv‡j fvi‡Zi Pvi m`‡m¨i wPÎKvi cÖwZwbwa 
`‡ji GKRb wn‡m‡e wZwb wQ‡jb| Zvi ‡h mKj 
wPÎ cÖ`k©bx‡Z VvB K‡i wb‡Z m¶g nq: nvDR Ad 
‡dvi Iqvjm, eªs·  wgDwRqvg Ad `v AvU©m, eªs·, 
wbD BqK© (1992), IqvK©kc  A¨vÛ wj‡Mwmt ÷¨vbwj 
nvqUvi, K„òv ‡iwÇ, hvwibv nvkwg, †g‡UªvcwjUvb 
wgDwRqvg Ad AvU©, wbD BqK©, (2016); DB‡gb 
Bb weUyBb: Gwkqvb DB‡gb AvwU©÷ 1984-2012, 
dzKzIKv Gwkqvb AvU© wgDwRqvg, dzKzIKv, Rvcvb 
(2012); AvDU Ad BwÛqv: Kb‡U‡¤úvivwi AvU© 
Ad mvD_ Gwkqvb Wvqv‡¯úviv, KzBÝ wgDwRqvg 
Ad AvU©, KzBÝ (1997)| c„w_exi wewfbœ ¯’v‡b Zvi 
KvR msiw¶Z Av‡Q| Zvi g‡a¨ Ab¨Zg n‡”Q: †UU, 
jÛb; `¨ n¨vgvi wgDwRqvg, jm A¨v‡Ä‡jm; `¨ 
ûBUwb wgDwRqvg Ad Av‡gwiKvb AvU©, wbD BqK©; 
`¨ m‡jvgb Avi. ¸‡MbnvBg wgDwRqvg, wbD BqK©; 
Ges wgDwRqvg Ad gWvb© AvU©, wbD BqK©| 

b‡fiv Avn‡g`
(Rb¥t 1939, weÖwUk BwÛqv; g„Z¨zt 2015, c¨vwim, 
dªvÝ)
wesk kZvãxi evsjv‡`‡ki Pviæwkíx‡`i gv‡S 
Ab¨Zg wQ‡jb b‡fiv Avn‡g`| wZwb cÖavbZ 
fv¯‹‡h© KvR Ki‡Zb| hw`I Zvi Rb¥ ZvwiL wb‡q 
wØgZ i‡q‡Q, †ewkifv‡Mi g‡Z Avn‡g` evsjv‡`‡k 
(ZrKvjxb weªwUk BwÛqv) Rb¥MÖnY K‡ib Ges 
GKmgq BD‡iv‡ci weL¨vZ K¨v¤^viI‡qj K‡jR 
Ad Av‡U© fwZ© nb| †mLv‡b wZwb K¨v‡ij †fv‡M‡ji 
QvÎx wn‡m‡e 1955 mv‡j wWMªx †kl K‡ib| Gici 
wZwb R¨vKe Gá‡UBb Ges †fbZzwi‡bv †fbUzwii 
Kv‡Q cªwk¶b †bb| Avn‡g` cy‡ivUv Rxeb cvjvµ‡g 
c¨vwim Ges XvKvq KvUvb, wKš‘ lv‡Ui `k‡Ki 
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the Situationist Internationale movement, and 

with Asger Jorn and the COBRA Group artists. 

While influenced by modernist sculptors such 

as Henry Moore, Ahmed invented her own 

idiom, working with poured concrete, terracotta 

and metal, and driven equally by indigenous 

visual traditions and her own feminist position. 

Recent retrospectives of her work include: 

Novera Ahmed, National Museum, Dhaka 

(2015); and Novera Ahmed 1969-2014, Salon 

d’exposition, Paris (2014). In Bangladesh, she 

conceived, along with Hamidur Rahman, the 

initial design of the Shaheed Minar (Martyr 

monument) and many of her works are in the 

collections of national institutions, including 

the National Museum. In 1997, she was awarded 

the Ekushey Padak by the Government of 

Bangladesh.

LALA RUKH
(b. 1948 in Lahore, Pakistan; d. 2017 in Lahore, Pakistan)

Lala Rukh was an artist, educationist and 

activist, and a founding member of the Women’s 

Action Forum in Pakistan. 

Although her practice was 

not directly influenced by 

her political engagements, 

her interest in calligraphy, 

and sometimes – though 

infrequently – her work 

with political typography, 

could be found as visual 

points of reference 

throughout her career. 

She mastered a subtle, 

abstracted language, 

that drew, among other 

inspirations, from the structures of Hindustani 

classical music. Decidedly minimal, Lala Rukh’s 

oeuvre includes drawings, photography, video 

Lala Rukh, Mirror Image III: a, b (diptych), 2011, graphite 

on carbon paper, 20.32 x 50.8 cm (each). Courtesy of the 

Estate of Lala Rukh and Grey Noise, Dubai. 

†k‡li w`K †_‡K `w¶Y Ges `w¶Y-c‚e© Gwkqvi 
wewfbœ †`‡k ågY K‡ib, hv cieZ©x‡Z Zvi Kv‡Ri 
Dci Mfxifv‡e cÖfve †d‡j| BD‡iv‡c _vKvKv‡j 
wZwb wmPz‡qkwbó B›Uvib¨kbvj gyf‡g›U, A¨vmMvi 
Rb, Ges †Kveiv AvwU©÷ Mªy‡ci mv‡_ hz³ wQ‡jb| 
evsjv‡`‡ki A‡bK RvZxq ¯’vc‡Z¨ Zvi Ae`vb 
i‡q‡Q, ‡hgb RvZxq Rv`yNi, knx` wgbvi (nvwg`yi 
ingv‡bi mv‡_ †hŠ_fv‡e)| AvaywbK fv¯‹i ‡nbwi 
gyi, evieviv ‡ncIqv‡_©i †_‡K AbycÖvwYZ nIqvi 
cvkvcvwk Avn‡g` wbR¯^ GKai‡bi ejvi fw½ m„wó 
K‡iwQ‡jb| Zvi KÆi bvixev`x Ae¯’vb †_‡K KswµU, 
†Uiv‡KvUv, Avi †jvnvi mv‡_ †`kxq Avw½K wgwk‡q 
GK ai‡bi ¯^Kxq evKavivi Rb¥ w`‡qwQ‡jb| Zvi 
me©‡kl wKQy Kv‡Ri cª`k©bxi gv‡S i‡q‡Q:  b‡fiv 
Avn‡g`, RvZxq hv`yNi, XvKv (2015); Ges b‡fiv 
Avn‡g` 1969-2014, c¨vwim G·‡cv (2014)| 
evsjv‡`k miKvi 1997 mv‡j Zv‡K GKz‡k c`K 
w`‡q m¤§vbbv Rvbvq| 

jvjv iæL
(Rb¥t 1948, jv‡nvi; g„Z¨z 2017, jv‡nvi, 
cvwK¯Ívb)

jvjv iæL wQ‡jb GKRb 
wkíx, mvgvwRK Kg©x, Ges 
cvwK¯Ívb DB‡gb A¨vKkb 
†dviv‡gi GKRb mwµq 
m`m¨| hw`I Zvi ivR‰bwZK 
cwiPq Zvi Kv‡R e¨vcK 
cÖfve we¯Ívi K‡i, wZwb 
Zvi K¨vwjMªvwdi AvMªn Ges 
cwjwUKvj †`qvjwPÎwjLb‡K 
Zvi Kv‡Ri Abz‡cªiYv wn‡m‡e 
†bb Ges GKB mv‡_ wn›`y¯’vbx 
kv¯¿xq msMx‡Zi e¨vKiY 
†_‡K †cªiYv Lyu‡R wb‡q m~² 

GK weg~Z© fvlv m„wó K‡ib| wZwb BDwbfvwm©wU Ad 
wkKv‡Mv †_‡K dvBb AvU©‡m mœvZK Ges jv‡nv‡ii 
cvÄve BDwbfvwm©wU †_‡K dvBb AvU©‡m mœvZ‡KvËi 
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and animation. 

Lala Rukh studied for her MFA at the Punjab 

University, Lahore, Pakistan (1970) and the 

University of Chicago, USA (1976). She taught 

for over 30 years, first at the Punjab University, 

Department of Fine Art and then, for the most 

part, at the National College of Arts, where she 

set up the MA (Hons) Visual Art Programme 

in the year 2000 – the first of its kind in the 

country. Exhibiting sporadically throughout her 

career, her work has been included in numerous 

exhibitions including:  Documenta 14, Athens 

and Kassel (2017); For an Image, Faster Than 

Light, Yinchuan Biennial, Yinchuan, China 

(2016); The past, the present, the possible, 

Sharjah Biennial 12, Sharjah (2015); In Order 

to Join, Museum Abteiberg, Germany (2013); 

Scripted Across the Indian Ocean, Green 

Cardamom, London (2011); Beyond Borders, 

National Gallery of Modern Art, Mumbai 

(2005); Hammer Museum, California (1996); LA 

County Museum, California (1996); Pacific Asia 

Museum, California (1994); Goethe Institute, 

Lahore (1993) and Maison de la Culture, Rennes 

(1978).

DESMOND LAZARO
(b. 1968 in Leeds, UK, lives and 

works, Pondicherry, India) 

Desmond Lazaro’s 

practice engages with the 

pichhvai and miniature 

painting traditions 

of India. Addressing 

questions of identity, 

his work examines the 

histories of his own 

family’s migration to the 

UK, weaving together 

Desmond Lazaro, The Dymaxion Map. 

I.e. ‘Icosahedron – The Dymaxion Map, Wood (White 

Ash), cloth, gold gild on gesso, approx. diameter: 26 cm, 

courtesy and copyright: the artist.   

wWMªx †kl K‡ib| Gici cÖvq 30 eQi cvÄve 
BDwbfvwm©wU‡Z dvBb AvU©m wefv‡M Ges b¨vkbvj 
K‡jR Ad AvU©‡m wk¶KZv K‡ib| †mLv‡b 2000 
mv‡j wZwb wfRzqvj AvU© †cªvMªvg Pvjy K‡ib| 
Kg©RxebRy‡o Zvi A‡bK cÖ`k©bxi gv‡S, wKQz 
D‡jøL‡hvM¨ cÖ`k©bx n‡jv- WKz‡g›Uv 14, G‡_Ý A¨vÛ 
Kv‡mj (2017), di Gb B‡gR, dv÷vi `¨vb jvBU, 
BbPyqvb evB‡qwbqvj, BbPyqvb, Pvqbv (2016); Ges 
`¨ cvó, `¨ †cÖ‡m›U, `¨ cwmej, kviRvn evB‡qwbqvj 
12, kviRvn (2015)| 

‡WmgÐ jvhv‡iv 
(Rb¥ 1968, wjWm, BD‡K; evm¯’vb I Kg©‡¶Î, 
cwÐ‡Pwi, fviZ)
‡WmgÐ jvhv‡iv fvi‡Zi AwZn¨evnx wcPevB Ges 
wgwb‡qPvi †cBw›Us Gi ixwZ‡Z PP©v K‡i _v‡Kb| 
e¨w³cwiP‡qi `„wó‡KvY †_‡K, wZwb Zvi Kv‡Ri 
wfZ‡i wbR cwiev‡ii hy³iv‡R¨ cvwo Rgv‡bvi 
BwZnvm †Luv‡Rb| KL‡bv miKvix ev KL‡bv wb‡Ri 
Kv‡Q _vKv cyi‡bv bw_ †Nu‡U †evSvi †Póv K‡ib 
e¨vcviUv| e‡iv`v †_‡K PviæKjv Abyl‡` 1994 
mv‡j mœvZ‡KvËi wb‡q, 2000 mv‡j wcªÝ ¯‹zj Ad 
Uª¨vwWkbvj AvU© †_‡K wcPevB wPÎKjvi Dc‡i 
wcGBPwW †kl K‡ib| cieZ©x‡Z Rqcy‡ii wgwb‡qPvi 
†cBw›Us Gi ¸iæ evby †f`cvj kg©vi Kv‡Q 12 eQ‡ii 
cÖwk¶b †bb| wKš‘ wZwb ïay Zvi cvi`wk©Zvi wel‡qi 

gv‡SB mxgve× _v‡Kbwb, 
eis GKRb PviæKjvi QvÎ 
wn‡m‡e wKQzw`b n‡jv wZwb 
Zvi Kv‡Ri e¨vwß fv¯‹h© 
Ges wfwWIi gva¨‡gI 
Qwo‡q w`‡”Qb| Zvi Av‡Mi 
cÖ`k©bx¸‡jvi gv‡S Ab¨Zg- 
†KvwP we‡qbv‡j (2016); 
dg©m Ad wW‡fvkb, jwjZ 
Kjv A¨vKv‡Wwg, bqv w`jøx 
(2015); Ges `v eøy iæU, 
wfjv G‡¤úBb, eªv‡mjm 
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personal archives and public records.  He 

studied at Lancashire University, Preston B.A 

1989, and later as a Commonwealth Scholar at 

the Faculty of Fine Arts in Baroda, earning his 

MFA in 1994, and completing his PhD research 

on pichhvai painting at the Prince’s School of 

Traditional Art, UK, in 2000. Lazaro trained 

for 12 years under Banu Ved Pal Sharma, a 

master of the Jaipur style of miniature painting. 

His practice is, however, not limited to this 

specialist medium and has recently begun 

to expand and incorporate the mediums of 

sculpture and video. He has exhibited his work 

at the Kochi Biennale (2016); Gates of the Lord, 

Art Institute of Chicago (2014); and the Blue 

Route, Villa Empain, Brussels (2013). Lazaro’s 

works included in Planetary Planning have been 

made especially for the exhibition and in direct 

response to Fuller’s Dymaxion map. 

AMIE SIEGEL
(b. 1974 in Chicago, Illinois, 

lives and works, New York 

City, USA)

Amie Siegel works 

variously between 

film, photography, 

performance and 

installation. She 

investigates ideas 

about objects and 

their perceived cultural 

value. Meticulously 

constructed, her 

works often explore 

how hierarchies of 

ownership, care, and display implicate the 

institution, audience, and artist alike. She 

earned her BA from Bard College, New York 

in 1996, and her MFA from The School of the 

Art Institute of Chicago in 1999. Siegel’s recent 

Amie Siege, Provenance (2013) HD video, colour/sound,

exhibition view, The Metropolitan Museum of Art, New York.  

courtesy Simon Preston Gallery, New York. 

(2013)| jvhv‡ivi KvR cø¨v‡bUvwi cø¨vwbs-G hy³ 
Kiv n‡q‡Q KviY GwU mivmwi dyjv‡ii WvBg¨vw·qb 
g¨v‡ci wecix‡Z Dc¯’vcb Kiv hv‡e| 

A¨vwg wmMvj
(Rb¥t 1974, wkKv‡Mv, Bwjbq; evm¯’vb Ges Kg©¯’j 
wbD BqK© wmwU, gvwK©b hy³ivóÖ) 
A¨vwg wmMvj Pjw”PÎ, wPÎMªnY, BÝU‡jkb Ges 
Awfb‡qi KvRI K‡i _v‡Kb| wZwb †Kv‡bv e¯Ízi mvs¯‹…
wZK ¸iæZ¡ †evSvi †Póv K‡ib| GKB mv‡_ wk‡íi 
evRvi Ges Rv`yNi ms¯‹…wZi mnRvZ ¶gZv‡KI 
ch©‡e¶Y K‡ib| cvkvcvwk Lzu‡R †ei Kivi †Póv 
K‡ib gvwjKvbv, fv‡jvevmv, cª`k©‡bi Abyµg wKfv‡e 
cÖwZ¯’vb, `k©bv_©x, Ges wkíx‡`i GK Qv‡`i wb‡P 
wb‡q Av‡m| wZwb evW© K‡jR, wbD BqK© †_‡K 1996 
mv‡j mœvZK †kl K‡ib, Ges 1999 mv‡j wkKv‡Mvi 
`v ¯‹zj Ad `v AvU© BÝwUwUDU †_‡K mœvZ‡KvËi †kl 
K‡ib| Zvi me©‡kl wKQz GKK cÖ`k©bx: DBbUvi, 
¸‡MbnvBg wejevI, †¯úb (2017); A¨vwg wmMvj. 
cvU© 2: wi‡Kv‡kU KyÝUwgDwRqvg ÷zUMvU© (2016); 

Ges †cÖvwfbvÝ, `v 
†g‡UÖvcwjUvb wgDwRqvg 
Ad AvU©, wbD BqK© 
(2014)| GQvovI Zvi 
KvR cÖ`wk©Z n‡q‡Qt 
d¬¨vUj¨vÛm, wgDwRqvg 
Ad Kb‡U‡¤úvivwi AvU© 
A¨vÛ wWRvBb, g¨vwbjv 
(2017); Bb `v †ewj 
Ad `v †nv‡qj, DBU †W 
DB_, iUiWvg (2016); 
Ges ûBUwb evB-Gwbqvj, 
ûBUwb wgDwRqvg Ad 
Av‡gwiKvb AvU©, wbD 

BqK© (2008)| XvKv AvU© mvwgU-2018 n‡Z hv‡”Q 
Zvi Rb¨ cª_g †Kv‡bv `wÿY Gkxq cÖ`k©bx| 
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solo exhibitions include: Winter, Guggenheim 

Museum Bilbao, Spain (2017); Strata, South 

London Gallery, England (2017), Amie Siegel. 

Part 2: Ricochet, Kunstmuseum Stuttgart (2016); 

and Provenance, The Metropolitan Museum 

of Art, New York (2014).  Her work has also 

been exhibited in numerous group exhibitions 

including: Flatlands, Museum of Contemporary 

Art and Design, Manila (2017); In The Belly of 

The Whale, Witte de With, Rotterdam (2016); 

and the Whitney Biennial, Whitney Museum 

of American Art, New York (2008). Siegel’s 

inclusion in the Dhaka Art Summit 2018 is the 

first presentation of these works in South Asia.

SEHER SHAH
(b.1975 in Karachi, Pakistan, lives and works, New Delhi, India)

Seher Shah works with drawing, printmaking 

and sculpture, to investigate the formal and 

conceptual dimensions of architecture and 

deconstruct its representation. Shah received 

her BA Fine Arts 

and BArch from the 

Rhode Island School 

of Design in 1998. She 

has exhibited her 

work in Memories from 

the Future, Centre 

Pompidou, Paris (2017); 

Scenes for a New 

Heritage, The Museum 

of Modern Art, New 

York (2015); Geometries 

of Difference: New 

Approaches to 

Ornament and 

Abstraction, The 

Samuel Dorsky Museum of Art at the State 

University of New York, New Paltz (2015); 

WORKING SPACE around memory and 

perception, The Kiran Nadar Museum of Art, 

New Delhi (2015); and Below Another Sky, 

Seher Shah, Single Utopias (Golconde V, Pondicherry), 2017, 

Graphite on paper, 50 x 62 in. Courtesy of the artist and Green 

Art Gallery, Dubai.

‡m‡ni kvn 
(Rb¥t 1975, KivwP, cvwK¯Ívb; evm¯’vb Ges Kg©¯’j 
bqvw`jøx, fviZ) 
‡m‡ni kvn ¯’vcZ¨we`¨vi Kjv‡KŠkj Ges wewfbœ 
w`K wb‡q M‡elYv K‡ib| wms GKRb ¯’vcZ¨we`¨vi 
wPÎMÖvnK, Ges kvn KvR K‡ib WÖBs, wcÖ›U‡gwKs, 
Ges fv¯‹h© wb‡q| ‡m‡ni kv‡ni cÖavb AvMÖ‡ni 
welq WÖBs, wcÖ›U-‡gwKs, Ges fv¯‹h©, hvi gva¨‡g 
wZwb ¯’vcZ¨we`¨vi wPšÍvcÖm‚Z wewfbœ RwUj MV‡bi 
Dc¯’vcbv we‡kølY K‡i _v‡Kb| kvn †ivW AvBj¨vÛ 
¯‹zj Ad wWRvBb †_‡K 1998 mv‡j PviæKjv Ges 
¯’vcZ¨we`¨vq mœvZK wWwMÖ jvf K‡ib|wZwb †g‡gvqvi 
dªg `v wdDPvi, †m›Uvi cw¤ú`z, c¨vwim (2017); 
wmÝ di G wbD †nwi‡UR, `v wgDwRqvg Ad gWvb© 
AvU©, wbD BqK© (2015)wRIg¨vwUÖ· Ad wWdv‡iÝt 
wbD Av‡cÖv‡Pm Uz Ab©v‡g›U A¨vÛ A¨vemUª¨vKkb, 
`v m¨vgz‡qj Wiw¯‹ wgDwRqvg Ad AvU©, †÷U 
BDwbfvwm©wU Ad wbD BqK©; wbD cvëR, (2015); 
IqvwK©s †¯úm A¨vivDÛ †g‡gvwi A¨vÛ cvi‡mckb, 

`v wKivb bv`vi wgDwRqvg 
Ad AvU©, bqvw`jøx; Ges 
we‡jv Gbv`vi ¯‹vB, 
Møvm‡Mv wcÖ›U ÷zwWI, 
Møvm‡Mv (2015)-‡Z Zvi 
Kv‡Ri cÖ`k©bx K‡ib| 
A‡bK AvšÍR©vwZK 
msMÖnkvjvq Zvi KvR ̄ ’vb 
K‡i wb‡q‡Q| Zvi wfZ‡i 
Ab¨Zg n‡jv- wgDwRqvg 
Ad gWvb© AvU©, wbD BqK©; 
KzBÝ wgDwRqvg Ad AvU©, 
wbD BqK©; wgDwRqvg 
Ad Kb‡U‡¤úvivwi 
AvU© Bb kvdnvD‡Rb, 
mzBRvij¨vÛ; †`we 

AvU© dvD‡Ûkb, bqvw`jøx; Ges w_‡mb-‡evwY©wgRv 
AvU© Kb‡U‡¤úvivwi dvD‡Ûkb, wf‡qbv, Aw÷Öqv 
(wUweG21)| 
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Glasgow Print Studio, Glasgow (2015). Her work 

is in the collections of numerous international 

institutions, including:  Museum of Modern Art, 

New York; Queens Museum of Art, New York; 

Museum of Contemporary Art in Schaffhausen, 

Switzerland; Devi Art Foundation, New Delhi; 

and the Thyssen-Bornemisza Art Contemporary 

Foundation, Vienna, Austria (TBA21); amongst 

others.

HERA BÜYÜKTASÇIYAN
(b. 1984 in Istanbul, lives and works, Istanbul, Turkey)

Hera Büyüktasçıyan’s practice weaves 

connections between identity, memory, space 

and time. Integrating 

metaphors from 

local myths, historic 

and iconographic 

elements of different 

geographies, she opens 

new narrative scopes 

with a focus on urban 

transformation and 

the disappearance, 

invisibility and sense 

of isolation it causes. 

For Planetary Planning, 

her previously 

unexhibited collage 

series builds on the 

layered and conflicted 

history of the Punjab.  

Büyüktasçıyan 

graduated from 

Marmara University’s 

Faculty of Fine Arts’ 

painting department 

in 2006. Her work has also been exhibited 

in Doublethink: Double vision, Pera Museum, 

Istanbul (2017); Saltwater, 14th Istanbul Biennial, 

Istanbul (2015); Istanbul: Passion, Joy, Fury, 

Hera Büyüktasçıyan, Reconstructors Volume III, 2017, Collage on 

paper, 21 x 29 cm (each). Courtesy of the artist and Green Art 

Gallery, Dubai. 

‡niv eyqzKZvkwPqvb 
(Rb¥: 1984, B¯Ívbeyj; evm¯’vb Ges Kg©¯’j 
B¯Ívbeyj, Zzi¯‹) 
GKRb Mí-K_K wn‡m‡e ‡niv eyqzKZvkwPqvb 
AvZ¥cwiPq, ¯§…wZ, †¯úm, Ges mg‡qi gv‡S ms‡hvM 
¯’vcb NUvb| ¯’vbxq iƒcK_vi Dcgv Avi wewfbœ 
AÂ‡ji HwZnvwmK wb`k©b Zz‡j G‡b wZwb GK bZzb 
M‡íi Rb¥ †`b| Zvi GB Mí¸‡jv kû‡i cwieZ©b 
Ges GB cwieZ©‡bi Kvi‡Y m…ó GKvKxZ¡, AšÍa©vb, I 
A`…k¨Zv Lzu‡R †ei Kivi †Póv K‡i| cø¨v‡bUvwi cø¨vwbs 
G Zvi c~‡e© ‡Kv_vI cÖ`wk©Z nq wb Ggb †KvjvR-
wmwiR ¯’vb †c‡q‡Q, †hLv‡b cvÄv‡ei wewfbœ ¯Í‡ii 
mvsNwl©K BwZnv‡mi eY©bv cvIqv hvq| eyqzKZvkwPqvb 

2006 mv‡j gvigviv 
BDwbfvwm©wUi PviæKjv 
Abzl` †_‡K wPÎKjvi 
Dci mœvZK †kl K‡ib| 
Zvi KvR¸‡jv Wvej 
w_¼: Wvej wfkb, †civ 
wgDwRqvg, B¯Ívbezj 
(2017), më-IqvUvi, 
14Zg B¯Ívbezj 
evB‡qwbqvj, B¯Ívbezj 
(2015); B¯Ívbezjt 
c¨vkb, Rq, wdDwi, 
g¨vw·, †ivg (2015) †Z 
cÖ`wk©Z nq| 2015 mv‡j 
wZwb Av‡g©wbqv‡K 56Zg 
†fwbm we‡qbv‡j‡Z 
cÖwZwbwaZ¡ K‡ib| Zvi 
cÖ_g GKK cÖ`k©bx 
wdk‡evb cÖ`wk©Z nq 
G‡_‡Ýi †÷U Ad 
Kb‡m‡Þ|  

Av‡qkv mzjZvbv 
(Rb¥t 1985, h‡kvi; evm¯’vb Ges Kg©¯’j XvKv, 
evsjv‡`k) 
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Ayesha Sultana, Threshold series, scratched 

photograph, 2012-13. Courtesy of the artist and Priyanka 

& Prateek Raja Collection. 

MAXXI, Rome (2015). In 2015, she represented 

Armenia at the 56th Venice Biennale and held 

her first solo exhibition, The Land Across the 

Blind, at Galeri Mana, Istanbul, followed by her 

recent exhibition Write Injuries on Sand, and 

Kindness in Marble, Green Art Gallery, Dubai 

(2017). 

Hera Büyüktasçıyan project for the Dhaka Art 

Summit 2018 was supported by the SAHA 

Association.  

AYESHA SULTANA
(b. 1985 in Jessore, lives and works, Dhaka, Bangladesh)

Exploring drawing, sound, sculpture and 
photography, Ayesha Sultana is interested in the 
poetics of space, investigating the rudiments 
of form through architectural construction and 
landscape. She earned her BA Fine Art in 2007, 
and a Post-Graduate Diploma in Art Education 
in 2008, both from the Beaconhouse National 
University, Lahore. Sultana presented a solo 
project, The Space Between Things, at the 
Dhaka Art Summit 2016. Previously, her work 
has been included in the 11th Gwangju Biennale 
(2016); You Cannot Cross the Sea Merely by 
Staring at the Waves, Krinzinger Projekte, 
Vienna (2016); and the Dhaka Art Summit (2014, 
2012). She had recent solo presentations of her 
work at Experimenter, Kolkata (Making Visible, 
2017) and at FIAC, Paris (2017). Sultana was the 
winner of the 2014 Samdani Art Award. 

Av‡qkv mzjZvbv kã, wPÎ, e¯Íz, w¯’i wPÎ Ges 
wPÎK‡g©i wewfbœ kvLv Dc-kvLv we‡køl‡Yi gva¨‡g 
†¯ú‡mi mgv‡jvPbvi Dci we‡klfv‡e AvMÖnx| 
cvw_©e Ges Acvw_©‡ei ˆØZZvi mnve¯’v‡bi ga¨ w`‡q 
wZwb Zvi KvR‡K evsjv‡`wk †cÖ¶vc‡Ui evB‡i wb‡q 
wM‡q ¯^vaxbfv‡e Dc¯’vcb K‡ib, hv c‚e©wba©vwiZfv‡e 
msÁvwqZ Kivi AeKvk †bB| mzjZvbvi me©‡kl 
AvuKv welqe¯Í wn‡m‡e ¯’vcZ¨we`¨vi cÖv_wgK ¯Í‡ii 
MVbweb¨vm ¯’vb †c‡q‡Q| wZwb weKb nvDR b¨vkbvj 
BDwbfvwm©wU jv‡nvi †_‡K 2007 mv‡j PviæKjvq 
mœvZK Ges 2008 mv‡j Pviæ wk¶vq mœvZ‡KvËi mb` 
†bb| XvKv AvU© mvwgU 2016-‡Z mzjZvbv Zvi `v 
†¯úm weUzBb w_s‡mi GKK cÖ`k©bx K‡ib| Av‡Mi 
eQi¸‡jvi gv‡S, XvKv AvU© mvwgU (2014); ¸qvsRz 
we‡qbv‡j (2016); Ges BD K¨vbbU µm w` Ikvb 
†gqviwj evB ÷¨vwis A¨vU `v IB‡qfm, wµbwRsMvi 
†cÖv‡R±, wf‡qbv (2016)| mzjZvbv mvg`vbx AvU© 
A¨vIqvW© 2014 Gi weRqx †NvwlZ nb| 
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A BEAST, A GOD, AND A LINE
GKwU cï, GK ‡`eZv I GKwU ‡iLv

COSMIN COSTINAS

Kw¯§b Kw÷bvm
EXHIBITION PRODUCED BY:
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A beast, a god, and a line is woven by connections 

and circulations of ideas across a geography with 

Bengal at its core. This geography - arbitrary 

as any mapping, not least in contemporary 

art exhibitions - is commonly called the Asia-

Pacific, but it could also be defined by several 

other definitions, which the exhibition explores 

and untangles. Overlapping and sometimes 

conflicting or barely discernible beneath the 

strident layers of contemporaneity, and the 

modern waves of destruction, these worlds are 

still the pillars of a region that is going through 

a process of replacing its colonial cartographic 

coordinates, a process this exhibition proudly 

serves. It does so by putting forward political, 

art historical, and aesthetic interrogations, all 

of them reflected in the subject matters of the 

exhibition, as well as in the aesthetic languages 

it gathers, and in the art historical narratives 

around the featured artists, who all belong to 

vastly different generations and backgrounds. 

The issues summoned by this exhibition aim to 

mark the current historical moment. Perhaps the 

most visible among these is the development 

GKwU cï, GK †`eZv I GKwU †iLv cª`k©bxwU 
GKwU f~fvM Ry‡o we¯Í…Z wewfbœ m¤úK© Avi 
cªPwjZ bvbvb aviYvi m~‡Î ‡evbv, hvi g~‡j i‡q‡Q 
evsjv| GB f~fv‡Mi mvaviY cªPwjZ bvg Gwkqv 
c¨vwmwdK (‡KvbI f~fvM‡K wbw`©ó K‡i wPwýZ Kiv 
memg‡qB GKwU ‡¯^”QvPvix cªwµqv, mgKvjxb wkí 
cª`k©bx¸wjI GB mxgve×Zv †_‡K gy³ bq)| wKš‘ 
AviI A‡bKfv‡eB GB AÂj‡K msÁvwqZ Kiv hvq| 
weKí GB msÁv¸wji A‡š^lY Avi RU Qvov‡bvi 
GKwU cª‡Póv nj GB cª`k©bx| ci¯ú‡ii mv‡_ 
IZ‡cªvZfv‡e RwoZ, KLbI Avevi Øvw›ØK m¤úK©hy³ 
A_ev AvaywbKZvi we×smx Zi‡½i Avi mgKvjxbZvi 
KK©k Avei‡Yi Avov‡j cªvq `y‡e©va¨ GB RMr¸wj 
AvR ch©šÍ Ggb GKUv AÂ‡ji wfwË¯Í¤¢ †h AÂjwU 
Jcwb‡ewkK gvbwP‡Î Zvi Ae¯’vb cwieZ©‡bi 
cªwµqvi ga¨ w`‡q hv‡”Q| ivR‰bwZK, wk‡íi BwZnvm 
wfwËK Ges bv›`wbK bvbvb cªkœ Zy‡j aivi gva¨‡g 
cª`k©bxwU M‡e©i mv‡_ GB cªwµqvi cwi‡ekb K‡i| 
Gme wRÁvmv cª`k©bxi welqe¯‘‡Z, AvnwiZ bv›`wbK 
fvlvmg~‡n Ges Dc¯’vwcZ wkíx‡`i m¤ú‡K© wk‡íi 
BwZnvm wfwËK aviv-weeiYx‡Z cªwZdwjZ n‡q‡Q| 
GB wkíxiv wewfbœ cªRb¥ I ‡cª¶vc‡Ui cªwZwbwa|
GLv‡b DÌvwcZ welq¸wji j¶¨ nj mv¤cªwZK 
HwZnvwmK gyn~Z©¸wj‡K wPwýZ Kiv| DÌvwcZ 
welq¸wji gv‡S me‡P‡q `„k¨gvb m¤¢eZ 
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and spread of politicised religion and its 

structures: Salafi Islam across several countries, 

fascist Buddhism in Myanmar, Sri Lanka, and 

Thailand, Hindu ethno-fascism in India, and 

revivalist Evangelical Christianity among many 

indigenous communities in the Philippines. 

These examples from the region are part of 

developments engulfing almost every part of 

the world. In cloose connection to politicised 

religion, is the rising tide of populism and 

nationalism across continents. Among these 

complexes of hate, several works deal with the 

growing Islamophobia as a global phenomenon 

with various local characteristics. Others are 

particularly concerned with the perspective of 

women, often most affected by these upheavals 

in society. 

The turn towards politicised religion and 

nationalism is intimately connected to a 

generalised loss of confidence in the ideals 

and certainties of Western liberal democracy 

that have shaped globalisation in previous 

decades. In many of the points of tension 

listed before (as well as in the West’s centres 

of power), alternatives and challenges to the 

liberal consensus are being unfolded, often 

based on various attempts to create parallel 

narratives to Western modernity. There is an 

urgency in understanding the global scale of 

this breakdown, the correlations of phenomena 

taking place at the core of Western democracy 

with those affecting other geographies in the 

world, specifically in South Asia, Southeast Asia, 

and the Pacific. Could this change of perspective 

help us understand what comes after the loss 

of this unifying ideal that drove our world over 

the past decades? What can and should still be 

defended from it? Contemporary art has been 

a privileged expression of that globalising drive, 

ivRbxwZKiYK…Z a‡g©i we¯Ívi Ges Gi KvVv‡gv: 
‡ek K‡qKwU †`k Ry‡o mvjvwd Bmjv‡gi we¯Ívi, 
gvqvbgvi, kªxj¼v Ges _vBj¨v‡Û Pigcwš’ †eŠ× 
gZev‡`i we¯Ívi, fvi‡Z wn›`y RvZxqZvev`x d¨vwmev` 
Ges eû Avw`evmx m¤cª`v‡qi gv‡S Avi wdwjwc‡b 
cybiæÌvbev`x wLª÷ gZev‡`i we¯Ívi| GB AÂj †_‡K 
wbe©vwPZ Dchy©³ D`vniY¸wj wek¦Ry‡o µgweKvkgvb 
GKwU cªeYZvi Ask| ivRbxwZKiYK„Z a‡g©i 
mv‡_ wbweo ms‡hv‡M bvbv gnv‡`‡k we¯Ívi NU‡Q 
RvZxqZvev` I RbcªxwZev` (ccywjRg) Gi| 
cª`k©bx‡Z ¯’vb †c‡q‡Q Ggb †ek wKQy wkíKg© hv 
BmjvgfxwZ‡K (Bmjv‡gv‡dvweqv) Zvi AvÂwjK 
bvbv ‰ewkó¨m‡gZ GKwU weKvkgvb ‰ewk¦K NUbv 
wn‡m‡e Dc¯’vcb K‡i‡Q| Gme mvgvwRK wech©‡qi 
Kvi‡Y ‡h bvixi Ae¯’vb me‡P‡q ‡ewk cªfvweZ nq 
Ab¨vb¨ wkíKg©¸wj ‡m welqwUi DciB we‡klfv‡e 
Av‡jvKcvZ K‡i|

eZ©gv‡b ivRbxwZKiYK„Z ag© Avi RvZxqZvev‡`i 
cªwZ gvby‡li ‡SuvK evo‡Q| MZ K‡qK `k‡K 
wek¦vqb‡K iƒc `vbKvix cwðgv D`vi‰bwZK MYZ‡š¿i 
Av`k© I wbðqZvi Dci †_‡K Rbmvavi‡Yi Av¯’v 
‡jvc cvIqvi mv‡_ welqwU wbweofv‡e m¤ú„³| 
c~‡e©v³ wewfbœ weev`c~Y© ¯’v‡b (cwðgv kw³i A‡bK 
cxV¯’v‡bI) D`vi‰bwZK Rbg‡Zi weKí I cªwZØ›Øx 
bvbv gZv`k© we¯Ívi jvf Ki‡Q| A‡bK‡¶‡ÎB Gme 
weKí gZev` DrmvwiZ n‡q‡Q cwðgv AvaywbKZvev‡`i 
mgvšÍivj AvL¨vb m„wói wewfbœ cª‡Póv †_‡K| `ªæZZg 
mg‡qi g‡a¨ GB fv½‡bi ‰ewk¦K gvÎv Abyaveb 
Kiv AZ¨šÍ cª‡qvRb| cwðgv MYZ‡š¿i †K›`ª¯’‡j 
Pjgvb bvbv NUbvi mv‡_ c„w_exi Ab¨vb¨ AÂ‡j, 
mywbw`©ófv‡e `w¶Y-Gwkqv, `w¶Y-c~e©-Gwkqv Ges 
cªkvšÍ gnvmvMixq AÂ‡j cªfve we¯ÍviKvix NUbvi 
cvi¯úwiK m¤úK© Abyaveb KivI Riæwi| ‡cª¶vc‡Ui 
GB cwieZ©b wK MZ K‡qK `kK hver wek¦‡K 
H‡K¨i c‡_ PvjbvKvix wek¦vq‡bi Av`k© wejywßi ci 
Kx NU‡e Zv eyS‡Z Avgv‡`i mnvqZv Ki‡e? GB 
fv½‡bi nvZ †_‡K †Kvb welq¸wj i¶v Kiv m¤¢e 
Ges i¶v Kiv DwPr n‡e? mgmvgwqK-wkí wek¦vqb 
cªwµqvi GKwU myweavcªvß Awfe¨w³- A‡bK mgq 
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often serving it rather paradoxically through 

essentalising regional exhibitions—something 

this exhibition decidedly rejects. Instead, this 

exhibition calls for a renegotiation of art’s role 

in today’s world.

Western domination is also challenged from 

a fundamentally different premise, that of 

unfinished processes of decolonisation and 

resurgent Indigenous identities, which are 

reflected both in the subject matter and in 

the aesthetic choices of several artists in 

the exhibition.  This includes, among others, 

explorations of Indigenous systems of 

knowledge, specific issues and visual worlds 

of Indigenous people across South Asia—often 

marginalised in the narratives about exclusion 

and social polarisation in the region—as well 

as the economic and ethical issues behind the 

representation of Indigenous communities. 

Throughout this exhibition, artists investigate 

traces of colonial domination, as well as the 

different ramifications of that domination today—

when cultural and environmental genocides 

continue to unravel landscapes, communities, 

and worlds—particularly among the most 

marginalised indigenous groups: issues that are 

as urgent in Bangladesh, as they are elsewhere 

in the world.

These broad stories can be traced across South 

Asia and Southeast Asia on routes going back 

to several historical eras: the early Austronesian 

world that wove together a maritime universe 

surpassed in scale only by European 

colonialism—from the Pacific to Madagascar, 

with Taiwan as its origin, and Indonesia, Malaysia, 

and Philippines at its core—which this exhibition 

takes as its speculative and approximate 

geographical perimeter; the great transfer of 

AvÂwjK cª`k©bx¸wj‡K RvwZMZ, b„ZvwË¡K, †kªYxMZ 
cªf„wZ ‰ewkó¨ Øviv cwiPvwqZ K‡i(GB cªeYZvi bvg 
G‡mbwkqvjvBwRs) AvcvZwe‡ivax Dcv‡q wek¦vq‡bi 
¯^v_© wmw× Kiv nq- hv GB cª`k©bx‡Z m‡PZbfv‡e 
cªZ¨vL¨vZ n‡q‡Q| eis AvR‡Ki c„w_ex‡Z wk‡íi 
f~wgKv wb‡q bZyb K‡i GKUv ‡evSvcovi Rb¨ AvnŸvb 
Rvbv‡bv n‡q‡Q GB cª`k©bx‡Z|

Jcwb‡ewkKev` wejywßi Amgvß cªwµqv Ges ‡`kR 
cwiP‡qi cybiæÌvb, ‡gŠwjKfv‡e wfbœ GB cª¯Ívebv¸wj 
GLv‡b cwðgv KZ…©‡Z¡i cªwZØw›ØZv Ki‡Q| cª`k©bx‡Z 
KwZcq wkíxi wkíK‡g©i welqe¯‘ I bv›`wbK wbe©vP‡b 
GB cª¯Ívebv¸wj cªwZdwjZ n‡q‡Q| hvi g‡a¨ Ab¨Zg 
K‡qKwU nj †`kR wk¶v e¨e¯’vi AbymÜvb, `w¶Y-
Gwkqvi ¯’vbxq Awaevmx‡`i mywbw`©ó bvbvb Bmy¨ 
Ges `„k¨gvb RMr hv cªvqkB GB AÂ‡ji ewn®‹iY 
Avi mvgvwRK ‡giæKi‡Yi avivweeiYx‡Z cªvwšÍK 
e‡j we‡ewPZ nq; GQvovI g~javivq Avw`evmx‡`i 
cªwZwbwaZ¡ wbqš¿YKvix A_©‰bwZK I bxwZMZ wewfbœ 
Bmy¨| cy‡iv cª`k©bx Ry‡o wkíxiv Jcwb‡ewkK KZ…©‡Z¡i 
c`wPý AbymÜvb K‡i‡Qb| GKBmv‡_ AvR‡Ki w`‡b 
hLb mvs¯‹„wZK I cwi‡ekMZ nZ¨vhÁ wbZ¨bZyb 
j¨vÛ‡¯‹c, m¤cª`vq I RMr D‡b¥vPb K‡i P‡j‡Q, 
we‡klZ cªvwšÍK ¯’vbxq Awaevmx‡`i g‡a¨, ZLb GB 
wkíxiv †LuvR Ki‡Qb AZxZ AvMªvm‡bi we`¨gvb 
wewfbœ kvLv-cªkvLvi| Bmy¨¸wj we‡k¦i Ab¨ ‡h‡Kvb 
RvqMvi gZB evsjv‡`‡ki Rb¨I AZ¨šÍ Riæwi|

HwZnvwmKfv‡e D‡jøL‡hvM¨ GKvwaK hy‡M cªwZwôZ 
wewfbœ hvÎvc_ a‡i mgMª `w¶Y I `w¶Y-c~e© Gwkqv 
AÂ‡j GB we¯ÍxY© Mí¸wji we¯Ívi N‡U‡Q| Gi gv‡S 
cªvPxbZg c_wU cªvK A‡÷ªv‡bwkqvb hy‡Mi| mgy`ª 
c‡_ Rv‡ji gZ Ggb GK RMr †evbv n‡qwQj, hvi 
e¨vwß BD‡ivcxq Jcwb‡ewkKev‡`i we¯Ív‡ii AvM 
ch©šÍ wQj AwØZxq| ZvBIqv‡b Drcbœ GB mgy`ª 
c_ we¯Í…Z wQj cªkvšÍ gnvmvMi †_‡K gv`vMv¯‹vi 
ch©šÍ, hvi †K‡›`ª wQj B‡›`v‡bwkqv, gvj‡qwkqv 
I wdwjwcb| GB AÂjUvB cª`k©bxi AvbygvwbK I 
Avmbœ ‡fŠ‡MvwjK cwiwa wn‡m‡e M„nxZ n‡q‡Q| `w¶Y 
Gwkqv I `w¶Y-c~e© Gwkqv Ry‡o e„n`vKv‡i mvs¯‹„wZK 
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cultural and religious ideas across South Asia 

and Southeast Asia; the trade routes of the 

Indian Ocean before the European imperial 

monopoly; and the 20th century intellectual and 

political visions during the anti-colonial struggle 

and post-colonial nation building, forming the 

immediate pre-history of the contemporary 

issues mentioned above. These historical 

journeys are pointed at in the exhibition to , 

introduce a wide-reaching political reality that 

defines many contexts in today’s world, and is 

often manipulated as the pretext for the rising 

nationalist discourses: the contemporary waves 

of migration, and refugee crises. Different facets 

of migration are present in the exhibition, from 

South Asian labour migration in the Gulf region, 

to the displacement of different (often Muslim) 

communities across Southeast Asia.  

While these issues serve as an intellectual 

grounding for what the exhibition evokes, 

at its centre are the works and visions of 

contemporary artists, including some of the most 

powerful artists reinventing the significance of 

matter and objects today. This exhibition relies 

on a multiplicity of languages and references, 

and on the prevailing question of how to 

negotiate common ground in the context of the 

overall political and ideological fragmentation 

discussed above. How can an aesthetic basis for 

the language of contemporary art be maintained, 

if the ideological bases of contemporary 

art are questioned? How can positions that 

claim disparate and conflicting genealogies 

sit together in a shared exhibition space? One 

tenuous leading line across the different aspects 

of this exhibition is textiles, which draw many 

historical traces and layers. 

A material and language common across 

I ag©xq fvebvi cªmvi, BD‡ivcxq mvgªvR¨ev`x kw³i 
GK‡PwUqv wbqš¿‡Yi AvM ch©šÍ fviZxq gnvmvM‡i 
evwYR¨ c_¸wji BwZnvm Ges wesk kZvãxi 
Jcwb‡ewkKwe‡ivax msMªvg I Jcwb‡ewkK-cieZ©x 
hy‡M RvwZ MV‡bi mgqKvi eyw×MZ I ivR‰bwZK 
Kíbvi mgš^‡q mgKvjxb Bmy¨¸wji Zvr¶wYK cªvK-
BwZnvm MwVZ n‡q‡Q| cª`k©bx‡Z GB HwZnvwmK 
mdi¸wji cªwZ Bw½Z Kiv n‡q‡Q, GKBmv‡_ GKwU 
gyL¨ ivR‰bwZK ev¯ÍeZvi AeZviYv Kiv n‡q‡Q, 
hv mgKvjxb bvbv cªm½‡K msÁvwqZ K‡i Ges 
GB ivR‰bwZK ev¯ÍeZv cªvqkB D`xqgvb wewfbœ 
RvZxqZvev`x e³‡e¨i Øviv wbqwš¿Z nq| mgmvgwqK 
cwihvqb I kiYv_©x msKU GgbB cªm‡½i GK 
D`vniY| DcmvMixq (cvim¨ DcmvMi) AÂ‡j 
`w¶Y Gkxq kªwgK cwihvqb †_‡K Avi¤¢ K‡i `w¶Y-
c~e© Gwkqv Ry‡o wewfbœ m¤cÖ`v‡qi (A‡bK‡¶‡ÎB 
gymwjg) DrLvZ nIqvi NUbvi gZ cwihvq‡bi wewfbœ 
w`K cª`k©bx‡Z ¯’vb †c‡q‡Q|

GB Bmy¨¸wj hw`I cª`k©bxi g~j e³‡e¨i eyw×MZ wfwË 
wn‡m‡e KvR K‡i, Gi g~‡j i‡q‡Q mgKvjxb wkíx‡`i 
Kg© I Kíbv| GgbwK D‡Ïk¨ I welqe¯‘i ¸iæZ¡‡K 
AvR‡Ki w`‡b bZyb K‡i D™¢ve‡bi cªwµqvq wb‡qvwRZ 
wKQy kw³gvb wkíxI Gi g‡a¨ AšÍfz©³| cª`k©bxwU 
A‡bK¸wj fvlv I cªm‡½i Dci Ges GKwU wbqš¿K 
cª‡kœi Dci wbf©ikxj| Dc‡i Av‡jvwPZ mvgwMªK, 
ivR‰bwZK I Av`wk©K LÛxKi‡Yi †cª¶vc‡U wKfv‡e 
mg‡SvZvi gva¨‡g mK‡ji Kv‡Q MªnY‡hvM¨ Ae¯’v‡b 
Avmv hvq †m cªkœUvB GB cª`k©bx‡Z DÌvwcZ n‡q‡Q| 
mgKvjxb wk‡íi Av`wk©K wfwË hLb cª‡kœi m¤§yLxb, 
ZLb Zvi fvlvi bv›`wbK wfwË wKfv‡e eRvq _v‡K? 
me©Rbxb cª`k©bxi Rb¨ wba©vwiZ ̄ ’v‡b wK K‡i Amg I 
mvsNwl©K eskcwiPq wb‡q wewfbœ `„wófw½i mnve¯’vb 
m¤¢e? cª`k©bx‡Z mg‡eZ wewfbœ `„wófw½i gv‡S 
ms‡hvM ¯’vcbKvix AwZ m~² GKwU ‡iLv nj e¯¿wkí| 
wfbœ wfbœ mvs¯‹…wZK cwigÛ‡j we`¨gvb Awfbœ GK 
Dcv`vb I fvlv nj e¯¿wkí, `„pfv‡e hvi BwZnvm 
wkíKjvq †cªvw_Z| e¯¿wkí n‡Z cv‡i BwZnvm iPbvi 
mgvšÍivj cªwµqv cwiPvjbvi wbg©vY-f~wg| AwaKš‘, 
¯’vb I cªm‡½i m¤úK© ¯’vc‡bi mg‡SvZvq wkíxi 



272

different cultural spaces, textiles also have 

a firmly rooted history in art, being possible 

sites for parallel processes of historiography. 

Textiles hold a different position in negotiating 

relationships with places and contexts, in ways 

that the individual agency of artists escapes. 

Their inclusion in ethnographic narratives also 

makes them a fertile battlefield for challenging 

such ethnographic methods. Textiles appear 

in different ways in many of the works of 

the exhibition. Zamthingla Ruivah revives a 

traditional weaving technique to narrate and 

remember the violence inflicted by the Indian 

army against her native Naga community in 

an act of resistance and defiance. Sarat Mala 

Chakma painstakingly preserves and builds on 

the weaving tradition of the Chakma people, 

a mark of cultural identity within Bangladesh, 

where non-Bengali communities struggle for 

visibility and collective rights. Raja Umbu weaves 

an ancestral story of migration to Sumba, a 

collective foundational myth that continues to 

be reconstructed on her native island amid rapid 

cultural change. Within these configurations of 

practices, the exhibition introduces the works 

of a few key modernist or late modernist figures 

who have shaped the language of art during 

the past half century in South Asia: including 

such major figures as Rashid Choudhury (b. 

1932, d. 1986) and Mrinalini Mukherjee (b. 1949, 

d. 2015). While some practices pay particular 

attention to forms, their genealogies, and deep 

significance today, they are complemented by 

more investigative approaches to art making, 

where form, content, and political positions are 

researched and presented as evidences and 

references. 

The exhibition works from the perspective of 

the current critical moment in the world, where 

¯^Zš¿ KZ…©‡Z¡i evB‡iI e¯¿wk‡íi wfbœ GKwU Ae¯’vb 
i‡q‡Q| b„Kyjwe`¨vi avivweeiYx‡Z Zv‡`i AšÍf©yw³i 
d‡j, b„Kzjwe`¨vi M‡elYv c×wZ‡K P¨v‡jÄ Kivi GK 
AbyK~j iY‡¶Î cª¯‘Z n‡q‡Q| cª`k©bx‡Z cwi‡ewkZ 
A‡bK wkíK‡g©i g‡a¨ e¯¿wkí wewfbœ iƒ‡c Avwef©~Z 
n‡q‡Q| hvgw_sjv iæBfv Zvi ¯’vbxq bvMv m¤cª`v‡qi 
Dci fviZxq †mbvevwnbxi cwiPvwjZ mwnsmZvi 
¯§„wZ eY©bv Ki‡Z wM‡q, cªwZ‡iva I we‡`ªvn cª`k©‡bi 
Rb¨ GKwU HwZn¨evnx eybb †KŠkj‡K cybiæ¾xweZ 
K‡i‡Qb| PvKgv m¤cª`v‡qi eybb wk‡íi HwZn¨‡K 
msi¶Y I weKv‡ki AZ¨šÍ kªgmva¨ cª‡Póvq 
wb‡qvwRZ Av‡Qb kir gvjv PvKgv| evsjv‡`‡k 
†hLv‡b Aev½vwj m¤cª`vq¸wj‡K Zv‡`i Aw¯Í¡Z¡ I 
mgwóMZ AwaKv‡ii Rb¨ msMªvg Ki‡Z n‡”Q, ‡mLv‡b 
GB eybbwkí PvKgv‡`i mvs¯‹…wZK cwiP‡qi wb`k©b| 
ivRv D¤y^, my¤^v‡Z cwihvq‡bi ‡h MíwU e¯¿wkí e¨envi 
K‡i Dc¯’vcb K‡i‡Qb, †mwU eskvbyµwgKfv‡e 
cªPwjZ GKwU mgwóMZ eywbqvw` ‡cŠivwYK DcvL¨vb| 
Zuvi Rb¥¯’j ØxcwU‡Z Z¡wiZ mvs¯‹„wZK cwieZ©‡bi 
gv‡SI GB DcvL¨v‡bi cyY:wbg©vY Ae¨vnZ i‡q‡Q| 
Gme ixwZ-c×wZi iƒc‡iLvi gv‡S GB cª`k©bx‡Z 
iwk` †PŠayix (1932-1985) I g„Yvwjbx gyLvwR© 
(1949-2015)Õi gZ KwZcq gyL¨ gWvwb©÷ I †jBU 
gWvwb©÷ wkíxi wkíKg© cwi‡ewkZ n‡q‡Q, hviv 
MZ Aa© kZvãx a‡i `w¶Y Gwkqvi wk‡íi fvlv‡K 
iƒc w`‡q‡Qb| ‡KvbI ‡KvbI wkíixwZ dg©, d‡g©i 
eskZvwjKvmg~n Ges eZ©gv‡b Zv‡`i Mfxi Zvrc‡h©i 
Dci †ewk ¸iæZ¡v‡ivc K‡i| Zv‡`i cwic~iK wn‡m‡e 
i‡q‡Q wkí m„wói AwaKZi AbymÜvbx AwfMgb 
cªwµqv, †hLv‡b dg©, welqe¯‘ Ges ivR‰bwZK 
Ae¯’v‡bi Dci M‡elYv Kiv nq Ges cªvß djvdj‡K 
cÖvgvwbK Z_¨iƒ‡c Dc¯’vcb Kiv nq|

GKwU cï, GK †`eZv I GKwU †iLv, cª`k©bxwUi 
cwi‡cªw¶Z M„nxZ n‡q‡Q mv¤cªwZK we‡k¦i msKUc~Y© 
mgq †_‡K, †hLv‡b wek¦vqbgyLx Av`k©MZ H‡K¨i 
fv½b mgKvjxb wk‡íi me©Rbxb wfwË‡K cªwZØw›ØZvi 
w`‡K †V‡j w`‡”Q| cª`k©bx‡Z †hgb eû msL¨K ‰kwíK 
ixwZ-c×wZ AšÍf©y³ Kiv n‡q‡Q, GKBmv‡_ Ab¨vb¨ 
fvlv †hgb- e¯¿wk‡íi m¤¢vebv‡KI Zy‡j aiv n‡q‡Q| 
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the breakdown in the unity of ideals that lead 

to globalisation are challenging the basis of 

a common ground for contemporary art. As 

such, the exhibition includes a broad range of 

artistic practices, incorporating the possibility of 

other languages such as textiles, in a discussion 

that tries to imagine how exhibitions could 

negotiate this loss of unity in the premise behind 

contemporary art. While it includes artists of 

various historical, cultural, and geographical 

contexts, the exhibition is not based on an 

ethos of discovering or introducing artists from 

presumably marginalised regions, but works 

within the premise of an already fragmentary 

and decentralised art world. 

Ggb GK Av‡jvPbvi AeZviYv Kiv n‡q‡Q †hLv‡b 
wkí cª`k©bx wKfv‡e mgmvgwqK-wk‡íi g~j cª¯Ívebvi 
HK¨‡jv‡ci  mv‡_ Avcm Ki‡Z cv‡i †m welqwU 
Kíbvi cªqvm †c‡q‡Q| cª`k©bx‡Z wewfbœ HwZnvwmK, 
mvs¯‹„wZK I †fŠ‡MvwjK cª¯Ívebvi wkíx‡`i I 
wkíPP©vi ixwZmg~n‡K AšÍf©y³ Kiv n‡q‡Q, Z‡e Zv 
cªvwšÍK AÂ‡ji wkíx‡`i Avwe®‹vi I Dc¯’vc‡bi 
bxwZi wfwË‡Z bq eis LÛxK…Z I we‡K›`ªxK…Z GKwU 
wkíRM‡Zi cªwZÁvi Av‡jv‡K|

Anida Yoeu Ali: Roll Call (2014), from the Buddhist Bug series. Digital C-print. Courtesy of the artist.
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MIGRATION
WEAVING 
INDIGENOUS KNOWLEDGE 
EXCLUSION
EXPLOITATION

MEDIATION TOOL

SOMETHING TO THINK ABOUT

‡`kvšÍi
eybb

Avw`evwm Ávb
ewn¯‹vi

‡kvlY

Think about the question below as you experience A beast, a 
god, and a line 
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ANAND PATWARDHAN
(b.1950 in Mumbai, lives and works, Mumbai, India)

Anand Patwardhan is an award-winning 

documentary film-maker, whose work focuses 

on caste politics, fundamentalism and the rise 

of sectarian violence in India. He completed a 

BA in English literature at Mumbai University in 

1970, a BA in Sociology 

at Brandeis University 

in 1972, and a MA 

in Communication 

Studies at McGill 

University in 1982. 

Patwardhan’s 

documentary feature 

In the Name of God 

(1992), which chronicles 

the events leading up 

to the destruction of 

the Babri Masjid in 

Uttar Pradesh, India—

an event that is seen as a watershed moment in 

the rise of Hindu fundamentalism in India—was 

awarded the National Film Award for Best 

Investigative Documentary in 1992. Patwardhan’s 

other significant documentaries include: Father, 

Son, and Holy War (1995); A Narmada Diary 

(1995); War and Peace (2002); and Jai Bhim 

Comrade (2011). In 2014, he received the V 

Santaram Lifetime Achievement Award at the 

Mumbai International Film Festival.

ANIDA YOEU ALI 
(b.1974 in Battambang, lives and works, Phnom Penh, Cambodia)

Anida Yoeu Ali’s works span performance, 

installation, video, images, public encounters, 

and political agitation. She is a first generation 

Muslim Khmer woman born in Cambodia and 

raised in Chicago. Utilising an interdisciplinary 

approach to artmaking, her installation and 

Anand Patwardhan, We Are Not Your Monkeys 

(1996), Video,  Courtesy of the artist.  

Avb›` cUea©b 
(Rb¥. 1950 mvj, gy¤^vB, fviZ; eZ©gv‡b gy¤^vB‡q 
emevmiZ Ges Kg©iZ)
Avb›` cUea©b GKRb cyi®‹vi-cÖvß Z_¨wPÎ wbg©vZv, 
hvi Kv‡Ri welqe¯‘ wn‡m‡e D‡V G‡m‡Q fvi‡Zi 
eY©cÖ_vwfwËK ivRbxwZ, †gŠjev` Ges DVwZ 
mv¤cÖ`vwqK mwnsmZvi wPÎ| wZwb 1970 mv‡j 

gy¤^vB wek¦we`¨vjq †_‡K 
Bs‡iRx mvwn‡Z¨ ¯œvZK, 
cieZ©x 1972 mv‡j 
eª¨v‡ÛBm wek¦we`¨vjq 
†_‡K mgvRwe`¨v wel‡q 
wØZxq ¯œvZK Ges 
1980 mv‡j g¨vKwMj 
wek¦we`¨vjq †_‡K 
KwgDwb‡Kkb ÷vwWR-G 
¯œvZ‡KvËi wWMÖx AR©b 
K‡ib| cUea©‡bi Bb `¨ 
†bBg Ad MW (1992) 
kxl©K Z_¨wPÎwU GKB 
mv‡j †kªô AbymÜvbg~jK 

Z_¨wPÎ wefv‡M fviZxq RvZxq cyi®‹v‡i f‚wlZ 
n‡qwQj| Z_¨wPÎwU‡Z fvi‡Z wn›`y †gŠjev‡`i 
DÌv‡bi mwÜ¶Y wn‡m‡e wPwýZ DËi cÖ‡`‡ki eveix 
gmwR` aŸs‡mi †cQ‡bi AvL¨vb Zz‡j aiv n‡qwQj| 
cUea©‡bi Ab¨vb¨ ¸iæZ¡c~Y© Kv‡Ri g‡a¨ Av‡Q 
dv`vi, mvb, GÛ †nvwj IqvUvi (1995); Av bg©`v 
Wv‡qwi (1995); Iqvi GÛ wcm (2002) Ges Rq 
fxg Kg‡iW (2011)| wZwb 2014 mv‡j gy¤^vB 
AvšÍR©vwZK PjwPÎ Drm‡e wf mvšÍvivg AvRxeb 
m¤§vbbv cyi®‹v‡i f‚wlZ n‡q‡Qb| 

Avwb`v B‡qvD Avjx
(Rb¥. 1974 mvj, evÆvgevs; eZ©gv‡b K‡¤^vwWqvq 
†c‡bvg †cb-G emevmiZ Ges Kg©iZ)
Avwb`v B‡qvD Avjxi Kg© cwiwai g‡a¨ AšÍf©z³ 
i‡q‡Q cvidig¨vÝ, BÝU‡jkb, wfwWI, Qwe, 
Rbms‡hvM Ges ivR‰bwZK we‡¶vf| wZwb 
n‡jb K‡¤^vwWqvq Rb¥ †bIqv Ges wkKv‡Mv‡Z 
†e‡o IVv cÖ_g cÖR‡b¥i gymwjg Lv‡gi bvix‡`i 
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performance works investigate the artistic, 

spiritual and political collisions of a hybrid 

transnational identity. Ali earned her BFA from 

University of Illinois (Urbana-Champaign), and 

her MFA from the School of the Art Institute 

of Chicago. She is a founding collaborative 

partner of Studio Revolt, an independent artist 

run media lab in Phnom Penh, Cambodia. 

Anida Yoeu Ali, Campus Dining, The Buddhist Bug 

Series (2012), Digital C print. Courtesy of the artist.  

She has exhibited in the 8th Asia Pacific 

Triennial, Brisbane (2015); Open Sea, Musée 

d’art Contemporain, Lyon (2015); and the 5th 

Fukuoka Asian Art Triennale (2014). 

AMPANNEE SATOH 
(b. 1983 in Pattani, lives and works, Bangkok, Thailand)

Ampanee Satoh is an artist, working primarily 

with photography. Best known for her Burqa 

series of photographs, Satoh examines the 

lives of contemporary Muslim women through 

her lens. She received her BA Fine Arts in 

Photography from Rangsit University, Bangkok 

in 2006, and her MA from L’Ecole Nationale 

Superieure de la Photographie, Arles, France 

in 2010. She has participated in exhibitions 

internationally including: Patani Semasa, 

MAIIAM Contemporary Art Museum, Chiang 

Ampannee Sato: Lost Motherland 2 (2016), pigment 

on paper. Courtesy of the artist.  

GKRb| wkím„wói †¶‡Î GK ai‡bi B›Uvi-
wWwmwcøbvwi †SuvK Kv‡R jvwM‡q, Zvi BÝU‡jkb 
Ges cvidig¨vÝ-wfwËK m„wó¸wj GKwU eûRvwZK 
msKi cwiP‡qi ˆkwíK, Ava¨vwZ¥K Ges ivR‰bwZK 
msNvZ¸wji AbymÜvb Pvwj‡q‡Q| Avwb`v Avjx 
Bwjbq wek¦we`¨vjq (Avievbv-k¨v‡¤cb) †_‡K 
PviæKjvq ¯œvZK Ges ¯‹zj Ad `v AvU© BÝwUwUDU 
Ad wkKv‡Mv †_‡K GKB wel‡q GgG wWMÖx AR©b 

K‡i‡Qb| wZwb K‡¤^vwWqvi †c‡bvg †c‡b †hŠ_ 
D‡`¨v‡M ¯’vwcZ Ges ¯^vaxb wkíx‡`i Øviv cwiPvwjZ 
GKwU wgwWqv j¨ve ÷zwW‡qv wifë-Gi cÖwZôvZv 
m`m¨| Zvi wewfbœ wkíKg© 8g Gwkqv †cwmwdK 
UªvBGwbqvj Ad K‡›U‡¤cvivwi AvU©, weªm‡eb 
(2015); I‡cb wm, wgDwRqvg Ad K‡›U‡¤cvivwi 
AvU©, wjIb (2015) Ges 5g dzKzIKv Gwkqvb AvU© 
wUªGbv‡j-‡Z cÖ`wk©Z n‡q‡Q| 

Av¤cvwbœ mv‡Zvn 
(Rb¥. 1983 mvj, cvËvwb; eZ©gv‡b _vBj¨v‡Ûi 
e¨vsK‡K emevmiZ Ges Kg©iZ)
Av¤cvwbœ mv‡Zvn GKRb wkíx, whwb g~jZ 
Av‡jvKwPÎ wb‡q KvR K‡ib| ÔeyiKvÕ wmwi‡Ri 
Av‡jvKwPÎx wn‡m‡e mycwiwPZ mv‡Zvn Zvi K¨v‡giv 
†j‡Ýi ga¨ w`‡q mv¤cÖwZK mg‡qi gymwjg 
bvix‡`i Rxeb wbix¶Y K‡i‡Qb| wZwb 2006 mv‡j 
e¨vsK‡Ki ivswmU wek¦we`¨vjq †_‡K Av‡jvKwP‡Î 
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Mai (2017); A Personal History of Visual 

Symbiosis, CMU Art Center, Chiang Mai (2016); 

and Contemporary Istanbul, Turkey (2014). 

Her work is held in the collection of MAIIAM 

Contemporary Art Museum, Chiang Mai, 

Thailand.

APICHATPONG WEERASETHAKUL  
(b. 1970 in Bangkok, lives and works, Chiang Mai, Thailand)

AND CHAI SIRIS  
(b. 1983 in Bangkok, lives and works, Chiang Mai, Thailand)

An independent filmmaker working with 

film and video installation, Apichatpong 

Weerasethakul actively promotes experimental 

and independent filmmaking through his 

company Kick the Machine, which he founded 

in 1999. He earned his MFA at the School of 

the Art Institute of Chicago in 1998. His work 

has been presented in art and film contexts 

internationally, including: the Sharjah Biennial, 

UAE (2013); documenta 13, Kassel, Germany 

(2012); the Liverpool Biennial (2006); Haus der 

Kunst in Munich, 

Germany; Walker 

Art Center, 

Minneapolis; 

New Museum, 

New York; Irish 

Museum of 

Modern Art, 

Dublin; Musée 

d’Art Modern de 

la Ville de Paris 

and the Museum 

of Contemporary 

Art and Design, 

Manila. He 

presented a 

retrospective of his films at Tate, in 2016. His 

film Uncle Boonmee Who Can Recall His Past 

Lives (2009), won a Palme d’Or prize at the 

weG dvBb AvU©m Ges 2010 mv‡j d«v‡Ýi 
Av‡j©m-G Aew¯’Z †jÕB‡Kvj b¨vkbv‡j mywcwiqi 
†` jv d‡UvMÖvwd †_‡K GgG wWMÖx AR©b K‡i‡Qb| 
wZwb †hme AvšÍR©vwZK cÖ`kb©x‡Z AskMÖnY K‡i‡Qb 
†m¸wj n‡”Q: cvZvwb †mgvmv, GgGAvBAvBGGg 
K‡›U‡¤cvivwi AvU© wgDwRqvg, wPqvs gvB (2017); 
Av cv‡m©vbvj wn‡÷vwi Ad wfmyqvj wm¤^v‡qvwmm, 
wmGgBD AvU© †m›Uvi, wPqvs gvB (2016) Ges 
K‡›U‡¤cvivwi B¯Ívbeyj, ZzwK© (2014)| Zvi 
wKQz KvR GgGAvBAvBGGg K‡›U‡¤cvivwi AvU© 
wgDwRqvg, wPqvs gvB, _vBj¨v‡Û msMÖnkvjvq iw¶Z 
Av‡Q| 

AvwcPvZcs DBiv‡m_vKzj 
(Rb¥. 1970 mvj, e¨vsKK; eZ©gv‡b _vBj¨v‡Ûi 
wPqvs gvB-‡Z emevmiZ Ges Kg©iZ)
I PvB wmwim 
(Rb¥. 1983 mvj, e¨vsKK; eZ©gv‡b _vBj¨v‡Ûi 
wPqvs gvB-‡Z emevmiZ Ges Kg©iZ)
AvwcPvZcs DBiv‡m_vKzj Pjw”PÎ Ges wfwWI 
BÝU‡jkb wb‡q Kg©iZ GKRb ¯^vaxb Pjw”PÎ 
wbg©vZv, whwb 1999 mv‡j cÖwZwôZ Zvi wbR¯^ 

†Kv¤cvwb wKK `v 
†gwkb-Gi gva¨‡g 
wbix¶vag©x Ges 
¯^vaxb Pjw”PÎ 
wbg©v‡Yi c‡¶ 
mwµq cÖPviYv 
Pvwj‡q Avm‡Qb| 
wZwb 1998 mv‡j 
¯‹zj Ad `v AvU© 
BÝwUwUDU Ad 
wkKv‡Mv †_‡K 
GgGdG wWMÖx 
AR©b K‡i‡Qb| 
Zvi wewfbœ m„wó G 
hveZ wkí Ges 
Pjw”P‡Îi wewfbœ 

AvšÍR©vwZK cwim‡i cwi‡ewkZ n‡q‡Q| †hgb, `v 
mviRvn evB‡qwbqvj, BDGB (2013); WKz‡g›Uv 

Apichatpong Weerasethakul and Chai Siris: DILBAR (2013) 

commissioned by the Sharjah Art Foundation. Film Still. 

Courtesy of Kick the Machine Films, kurimanzutto, Mexico City.
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63rd Cannes Film Festival. His feature films 

include: Syndromes and a Century (2006), 

Tropical Malady (2004), and Mysterious Object 

at Noon (2000). He was the Principal Laureate 

of the Prince Claus Award in 2016.

Chai Siris’s work, often in the medium of video 

and photography, deals with the reconstruction 

of personal and social history. He began his 

collaborative practice when he worked with 

homeless people at Bangkok’s Royal Ground. 

He continues to collaborate with people from 

various professions such as fortune tellers, 

photo lab technicians, construction workers, 

and housewives. Chai Siris’s works have 

been shown at film festivals and exhibitions 

including: Sunshower: Contemporary Art from 

Southeast Asia 1980s to Now, National Art 

Centre Tokyo and Mori Art Museum (2017); 

Venice International Film Festival (2016); the 

Sharjah Biennale (2013); Documenta 13 (2012); 

International Film Festival Rotterdam, The 

Netherlands (2010); and the World Film Festival 

of Bangkok, Bangkok, Thailand (2009). Siris 

has been the subject of a retrospective at 

Pointligneplan, Paris in 2016. 

ART LABOR COLLECTIVE
THAO-NGUYEN PHAN 

(b. 1987 in Ho Chih Minh City, lives and works, Ho Chih Minh 

City, Vietnam)

TRUONG CONG TUNG

(b.1986 in Dak Lak, lives and works, Ho Chih Minh City, Vietnam)

ARLETTE QUYHN-ANH TRAN 

(b.1987 in Berlin, lives and works, Ho Chih Minh City, Vietnam )

art labor collective was formed in 2012 by 

artists Thao-Nguyen Phan and Truong Cong 

Tung and curator Arlette Quyhn-Ahn Tran, who 

are based in Ho Chih Minh City. They create 

long-term collaborations with practioners 

13, Kv‡mj, Rvg©vwb (2012); `v wjfvicyj 
evB‡qwbqvj (2006); nvDm †`i Kzb÷, wgDwbL, 
Rvg©vwb; IqvKvi AvU© †m›Uvi, wgwbqvcwjm; wbD 
wgDwRqvg, wbDBqK©; AvBwik wgDwRqvg Ad gWvb© 
AvU©, Wvewjb; gy‡R `ÕAvZ© g`vb© †` jv wfj †` 
c¨vwim Ges wgDwRqvg Ad K‡›U‡¤cvivwi AvU© 
A¨vÛ wWRvBb, g¨vwbjv| 2016 mv‡j Zv‡Z-‡Z wZwb 
wb‡Ri Pjw”PÎ¸wji GKwU †i‡Uªv‡¯cKwUf cwi‡ekb 
K‡iwQ‡jb| Zvi wbg©vY Kiv Pjw”PÎ Avs‡Kj eybwg 
û K¨vb wiKj wnR cv÷ jvBfm (2009) 63Zg 
Kvb Pjw”PÎ Drm‡e cvg wWÕAi cyi®‹vi AR©b 
K‡i‡Qb| Zvi wbg©vY Kiv Ab¨vb¨ c~Y©‰`N¨© Pjw”P‡Îi 
g‡a¨ Av‡Q, wmb‡Wªvgm A¨vÛ G †mÂzwi (2006), 
UªwcKvj gvjvwW (2004) Ges wgw÷wiqvm Ae‡R± 
A¨vU byb (2006)| AvwcPvZcs DBiv‡m_vKzj 
wcÖwÝcvj j‡iU wn‡m‡e 2016 mv‡j wcÖÝ K¬vDm 
cyi®‹v‡i f‚wlZ n‡q‡Qb| 

PvB wmwim cÖvqkB wfwWI Ges Av‡jvKwPÎ gva¨‡g 
KvR K‡i _v‡Kb Ges Zvi m„ó wkíKg©¸wj e¨w³MZ 
Ges mvgvwRK BwZnv‡mi wewbg©vY‡K wN‡i AvewZ©Z 
nq| e¨vsK‡Ki iqvj MÖvD‡Û M„nnxb gvbyl‡`i mv‡_ 
KvR Ki‡Z wM‡qB wZwb Zvi †hŠ_ wkíPP©vi m~ÎcvZ 
NUvb| AvRI wZwb wewfbœ †ckvi gvbyl †hgb, 
†R¨vwZlx, d‡Uv j¨v‡ei †UKwbwkqvb, wbg©vYKg©x, 
M„nea~‡`i mv‡_ GKÎ n‡q KvR K‡i P‡j‡Qb| 
mvbkvIqvi: K‡›U‡¤cvivwi AvU©m d«g mvD_B÷ 
Gwkqv bvBb&wUb& GBwUÕm Uz bvI, b¨vkbvj AvU© 
†m›Uvi †UvwKI Ges †gvwi AvU© wgDwRqvg (2017); 
†fwbm B›Uvib¨vkbvj wdj¥ †dw÷fvj (2016); 
`v mviRvn evB‡qwbqvj (2013); WKz‡g›Uv 13 
(2012); B›Uvib¨vkbvj wdj¥ †dw÷fvj †ivUiWvg, 
†b`vij¨vÛm (2010) Ges Iqvì© wdj¥ †dw÷fvj 
Ad e¨vsKK, e¨vsKK, _vBj¨vÛ (2009) mn wewfbœ 
Pjw”PÎ Drme Ges cÖ`k©bx‡Z Zvi KvR¸wj cÖ`wk©Z 
n‡q‡Q| GQvov wmwi‡mi Ici 2016 mv‡j c¨vwi‡mi 
c‡q›U jvBb cø¨v‡b GKwU †i‡Uªv‡¯cKwUf cÖ`wk©Z 
n‡qwQj| 
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working in a variety of disciplines including 

scientists, farmers, and filmmakers, with an 

interest in the politics of labour and making. 

Arlette Quyhn-Ahn Tran attained a Bachelor 

of Arts, Art History and Philosophy from the 

Freie Universität Berlin, Humboldt University, 

University Greifswald, Germany and Charles 

University in Prague, Czech Republic in 2013; 

Truong Cong Tung earned a Bachelor of Fine 

Arts from the Ho Chi Minh University of Fine 

Arts, Vietnam in 2010 and Thao-Nguyen Phan 

received her Master of Fine Arts from the 

School of the Art Institute of Chicago, USA 

in 2014. art labor has held a solo exhibition 

titled Unconditional Belief at Sàn Art, Ho Chi 

Minh City (2014), and has participated in group 

exhibitions including Cosmopolis #1: Collective 

Intelligence, Centre Pompidou Paris, France 

(2017); Negotiating The Future, Asian Art 

Biennale 2017, National Taiwan Museum of Fine 

Arts, Taichung, Taiwan (2017); Public Spirits, 

Art Labor: Jrai Dew Sculpture Garden (2016), installation.  Courtesy of the artist.  Image courtesy 

of Cong Tung amd the Taipei Biennale. 

AvU© †jevi Kv‡jw±f 
_vI-DB‡qb dvb (Rb¥. 1987 mvj, †nvwPn wgb 
wmwU; eZ©gv‡b wf‡qZbv‡gi †nvwPn wgb wmwU-‡Z 

emevmiZ Ges Kg©iZ)
Uªyqvs Ks Zzs (Rb¥. 1986 mvj, WvK jvK; eZ©gv‡b 
wf‡qZbv‡gi †nvwPn wgb wmwU-‡Z emevmiZ Ges 
Kg©iZ)
Avi‡j‡Ë Kz‡qBb-Avb Uªvb (Rb¥. 1986 mvj; 
eZ©gv‡b wf‡qZbv‡gi ‡nv wP wgb wmwU-‡Z emevmiZ 
Ges Kg©iZ)

AvU© †jevi Kv‡jw±f, 2012 mv‡j †nvwPn wgb wmwU 
wfwËK wkíx _vI-DB‡qb dvb, Uªyqvs Ks Zzs Ges 
wKD‡iUK Avi‡j‡Ë Kz‡qBb-Avb Uªvb-Gi †hŠ_ 
cÖ‡Póvq M‡o D‡V‡Q| Zviv wewfbœ †¶‡Î wb‡qvwRZ 
gvbyl †hgb, weÁvbx, K…lK, Pjw”PÎ wbg©vZv‡`i 
mv‡_ `xN©-‡gqv`x mn‡hvwMZvi m¤cK© m„wó K‡ib, 
hv‡`i kªg Ges wbg©v‡Yi ivRbxwZ wel‡q AvMÖn 
Av‡Q| Avi‡j‡Ë Kz‡qBb-Avb Uªvb 2013 mv‡j 
d«v‡q Dwbfvwm©‡UU evwj©b, nvg‡evë wek¦we`¨vjq, 
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CCA Warsaw, Poland (2016) among others. art 

labor has participated in residencies at the 

NTU-CCA (2015) and Sàn Art (2013), and was a 

grantee of  the Prince Claus Fund in 2016. 

CHARLES LIM 
(b. 1973 in Singapore, lives and works, Singapore) 

Charles Lim is a former 

professional and Olympic 

sailor, whose practice 

stems from an intimate, 

bodily engagement 

with the natural world, 

mediated and informed 

by field research and 

experimentation, 

performance, drawing, 

photography and video. 

Since 2005, he has 

developed a body of 

work entitled SEA STATE 

that explores Singapore’s 

political, biophysical 

and psychic contours 

through the visible and 

invisible lenses of the sea. He studied Fine 

Art at Central Saint Martins School of Art and 

Design, London, and graduated in 2001. He is 

a member of the net-art collective tsunamii.

net. Lim represented Singapore in the 56th 

Venice Biennale (2015); and has participated 

in exhibitions internationally, including: SEA 

STATE, NTU-CCA, Singapore (2016); the 

Singapore Biennale (2011); Manifesta 7 (2008); 

the Shanghai Biennale (2008); and Documenta11, 

Kassel (2002); among others.

CIAN DAYRIT 
(b. 1989 in Manila, lives and works, Manila, Philippines)

Cian Dayrit is an artist working across painting, 

tapestry, installation, sculpture and video. He 

wMÖdmfvì wek¦we`¨vjq, Rvg©vwb Ges †PK cÖRvZ‡š¿i 
cÖv‡M Aew¯’Z Pvj©m wek¦we`¨vjq †_‡K wk‡íi 
BwZnvm I `k©b wel‡q; Uªyqvs Ks Zzs 2010 mv‡j 
wf‡qZbv‡gi †nvwPn wgb BDwbfvwm©wU Ad dvBb 
AvU©m †_‡K PviæKjvq Ges _vI-DB‡qb dvb 2014 
mv‡j hy³iv‡óªi ¯‹zj Ad `v AvU© BÝwUwUDU Ad 
wkKv‡Mv †_‡K ¯œvZ‡KvËi wWMÖx AR©b K‡i‡Qb| 

2014 mv‡j AvU© †jei 
†nvwPn wgb wmwUi mvb AvU©-G 
AvbKwÛkbvj wewjd kxl©K 
GKK cÖ`k©bxi Av‡qvRb 
K‡i‡Q Ges AskMÖnY 
K‡i‡Q `jxq cÖ`k©bx‡Z, 
†h¸wji g‡a¨ Km‡gvcwjm 
#1: Kv‡jw±f B‡›Uwj‡RÝ, 
†m›Uvi cw¤c‡Wv c¨vwim, 
d«vÝ (2017); †b‡Mvwk‡qwUs 
`v wdDPvi - Gwkqvb AvU© 
we‡qbv‡j 2017, b¨vkbvj 
ZvBIqvb wgDwRqvg Ad 
dvBb AvU©m, ZvBPzs, 
ZvBIqvb (2017); cvewjK 
w¯cwiU, wmwmG Iqvik, 
†cvj¨vÛ (2016) Ab¨Zg| 
GQvovI AvU© †jevi 

GbwUBD-wmwmG (2015) Ges mvb Av‡U©i cÖwk¶‡Y 
AskMÖnY K‡i‡Q Ges 2016 mv‡ji wcÖÝ K¬vDm 
dvÛ MÖvnK‡`i g‡a¨I wQj Ab¨Zg| 

Pvj©m wjg
(Rb¥. 1973 mvj, wm½vcyi; eZ©gv‡b wm½vcy‡i 
emevmiZ Ges Kg©iZ)
Pvj©m wjg GKRb cÖv³b †ckv`vi Ges Awjw¤cK 
bvweK| wZwb PP©v cÖvK…wZK RM‡Zi mv‡_ GK Nwbô, 
kvixwiK Pzw³ †_‡K DrmvwiZ nq, Ges G `y‡qi 
ga¨¯’Zv K‡i wdì wimvP©, cix¶v, cvidig¨vÝ, 
wPÎv¼b, Av‡jvKwPÎ Ges wfwWI gva¨g| 2005 
mvj †_‡K, wm †÷BU kxl©K KvRwUi ga¨ w`‡q Pvj©m 
wjg wm½vcy‡ii ivR‰bwZK, ˆRweK Ges Ava¨vwZ¥K 
iƒc‡K we‡kølY K‡i‡Qb KZ¸wj `„k¨gvb Ges A`„k¨ 

Charles Lim: Stealing the Trapeze (2016), Film still. 

Courtesy of the artist. 
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is interested in 

the construction 

of histories 

through material 

histories, weaving 

speculative and 

fictional narratives 

into his deeply 

political practice, 

often with a dark 

sense of humour, 

bringing to question 

structures of 

power involved in 

their propagation. He earned a BFA from the 

University of the Philippines, Diliman in 2011. 

He has held solo exhibitions Busis Ibat Ha 

Kanayunan, Bellas Artes Outpost (2017);  and 

The Bla-Bla Archeological Complex, Jorge B. 

Vargas Museum, Quezon City  (2013). He has 

participated in exhibitions, including: Almost 

There, the Jorge B.Vargas Museum (2017); 

Exposition, Lopez Museum, Pasig (2016); and 

The Philippine Contemporary (2016). He was a 

laureate of the Ateneo Art Awards in 2017 and 

features in the New Museum Triennial.  . 

DANIEL BOYD 
(b. 1982 in Cairns, Queensland, lives and 

works, Sydney, Australia)

Daniel Boyd reinterprets 

Eurocentric perspectives 

of Australian history, often 

appropriating images that have 

played significant roles in the 

formation and dissemination 

of that history. Boyd has 

appropriated portraits of 

colonial figures such as Captain 

Cook, Governor Phillip and 

Cian Dayrit | Mapa de la Isla de Buglas (2017), embroidery, fabric and 

objects.  Courtesy of the artist.  

Daniel Boyd: WTEIA2 (2017), oil, 

archival glue on canvas. Courtesy of 

the artist and Roslyn Oxley9 Gallery.

mvgyw`ªK †j‡Ýi ga¨ 
w`‡q| wZwb jÛ‡bi 
†m›Uªvj †mB›U gvwU©bm 
¯‹zj Ad AvU© GÛ 
wWRvBb-G PviæKjv 
wel‡q cov‡kvbv 
†kl K‡i‡Qb 
2001 mv‡j| 
wZwb mybvwg.†bU 
bvgK GKwU 
B›Uvi‡bUwfwËK AvU© 
Kv‡jw±‡fi m`m¨| 
wjg 56Zg ‡fwbm 
we‡qbv‡j (2015)-

G wm½vcy‡ii cÖwZwbwaZ¡ K‡i‡Qb Ges AskMÖnY 
K‡i‡Qb GKvwaK AvšÍR©vwZK cÖ`k©bx‡Z, †h¸wji 
g‡a¨ wm †÷BU, GbwUBD-wmwmG, wm½vcyi (2016); 
wm½vcyi we‡qbv‡j (2011); †gwb‡d÷v 7 (2008); 
mvsnvB we‡qbv‡j (2008) Ges WKz‡g›Uv 11, 
Kv‡mj (2002) Ab¨Zg| 

wmqvb †WwiU
(Rb¥. 1989 mvj, g¨vwbjv; eZ©gv‡b wdwjcvB‡bi 
g¨vwbjvq emevmiZ Ges Kg©iZ)
wmqvb †WwiU wPÎKjv, U¨v‡cw÷ª, BÝU‡jkb, 

fv¯‹h© Ges wfwWI wb‡q KvR 
K‡ib| wZwb e¯‘MZ BwZnv‡mi 
ga¨ w`‡q BwZnvm‡K M‡o wb‡Z 
AvMÖnx| cÖvqkB GK ai‡bi M~p 
†KŠZzK‡ev‡ai mvnv‡h¨ Abygvbwbf©i 
Ges KvíwbK b¨v‡iwUf¸wj‡K Zvi 
ivR‰bwZK PP©vi Mfx‡i eyb‡Z 
wM‡q wZwb ¶gZv KvVv‡gv¸wj‡K 
cÖ‡kœi m¤§yLxb K‡ib| wm‡qb 2011 
mv‡j wWwjgv‡bi BDwbfvwm©wU Ad 
wdwjcvBb †_‡K weGdG wWMÖx 
AR©b K‡i‡Qb| wZwb eywmmjevZ 
nv KvbvBqybvb, †ejøvm Av‡U©m 
AvDU‡cv÷ (2017) Ges `v 
eøv-eøv AvwK©IjwRKvj Kg‡cø·, 
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King George III and accessorised these heroes 

of empire with pirate eye patches, parrots, 

and necklaces of skulls.  His selected group 

exhibition history includes: National Indigenous 

Art Triennial III: Defying Empire,  National 

Gallery of Australia, Canberra (2017);  All the 

World’s Futures, 56th Venice Biennale, Venice 

(2015); and the 7th Asia Pacific Triennial of 

Contemporary Art, Queensland Art Gallery 

| Gallery of Modern Art, Brisbane (2012);His 

work is included in the collections of the 

National Gallery of Australia; the Museum of 

Contemporary Art, Sydney; the Art Gallery of 

New South Wales; University of Sydney Art 

Collection; Natural History Museum, London; 

Queensland Art Gallery, Gallery of Modern Art, 

Queensland; and the Museum of New Zealand 

Te Papa Tongarewa. 

DILARA BEGUM JOLLY 
(b. 1960 in Chittagong, lives and works, Chittagong,  

Bangladesh)

Dilara Begum Jolly expresses the deformity 

and imbalance of society through her artwork 

with satire, ridicule 

and incisive irony. 

Trained in painting 

and printmaking, she 

now works in a variety 

of media including 

drawing, installation 

and performance. She 

has been included in 

exhibitions including: 

the Dhaka Art Summit 

(2016); each edition 

of the Asian Art 

Biennale Bangladesh (of the last 20 years), and 

the National 4th Egyptian International Print 

Triennial (2003); among others.

Dilara Begum Jolly: The War That Never Went Away series 

(2016-2017). Courtesy of the artist.

BqM© we. fvM©vm wgDwRqvg, KzBRb wmwU‡Z 
(2013) GKK cÖ`k©bx K‡i‡Qb| GQvovI BqM© 
we. fvM©vm wgDwRqv‡g Aj‡gv÷ †`qvi (2017); 
G·‡cvwRkb, †jvcvR wgDwRqvg, cvwmM (2016) 
Ges `v wdwjcvBb K‡›U‡¤cvivwi (2016) BZ¨vw` 
cÖ`k©bx¸wj‡ZI Ask wb‡q‡Qb| 2017 mv‡j wmqvb 
G‡U‡bI AvU© cyi®‹vi jvf K‡i‡Qb| 
W¨vwb‡qj e‡qW
(Rb¥. 1982 mvj, †Kqvb©m, KzBÝj¨vÛ; eZ©gv‡b 
A‡÷ªwjqvi wmWwb‡Z emevmiZ Ges Kg©iZ)
W¨vwb‡qj e‡qW A‡÷ªwjqvi BwZnvm K_‡b 
BD‡ivc‡Kw›`ªK `„wófw½‡K bZzb K‡i e¨vL¨v K‡ib 
cÖvqkB Ggb me wPÎvejxi mvnvh¨ wb‡q, †h¸wj 
GB ai‡bi `„wófw½i MVb Ges cÖPv‡i AZ¨šÍ 
¸iæZ¡c~Y© f‚wgKv cvjb K‡iwQj| Zv Ki‡Z wM‡q 
e‡qW K¨v‡Þb KzK, Mfb©i wdwjc Ges ivRv Z…Zxq 
R‡R©i g‡Zv e¨w³‡`i †cv‡Uª©U †e‡Q wb‡q, mvgv‡R¨i 
GB bvqK‡`i Rj`my¨‡`i P¶z eÜbx, wUqvcvwL 
Ges gv_vi Lywji gvjvq mw¾Z K‡i‡Qb| Zvi 
`jxq cÖ`k©bxi g‡a¨ D‡jøL‡hvM¨ n‡jv:  b¨vkbvj 
BwÛ‡Rbvm AvU© UªvB‡qwbqvj 3: wWdvBwqs G¤cvqvi, 
b¨vkbvj M¨vjvwi Ad A‡÷ªwjqv, K¨ve‡eiv (2017); 
Aj `v Iqvì©m wdDPvim, 56Zg †fwbm we‡qbv‡j, 

†fwbm (2015) Ges 
7g Gwkqv †cwmwdK 
UªvB‡qwbqvj Ad 
K‡›U‡¤cvivwi AvU©, 
KzBÝj¨vÛ AvU© M¨vjvwi| 
‡M¨vjvwi Ad gWvb© 
AvU©, weªm‡eb (2012)| 
Zvi wewfbœ wkíKg© 
b¨vkbvj M¨vjvwi Ad 
A‡÷ªwjqv; `v wgDwRqvg 
Ad K‡›U‡¤cvivwi 
AvU©, wmWwb; `v AvU© 
M¨vjvwi Ad wbD mvD_ 

I‡qjm; BDwbfvwm©wU Ad wmWwb AvU© Kv‡jKkb; 
b¨vPvivj wnw÷ª wgDwRqvg, jÛb; KzBÝj¨vÛ AvU© 
M¨vjvwi, M¨vjvwi Ad AWvY© AvU©, KzBÝj¨vÛ Ges 
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ETAN PAVAVALUNG
(b. 1963 in Davalan Village, Taiwan; lives and works, Pingtung 

County)

Etan Pavavalung works across diverse media, 

including poetry, prose 

and news writing, 

woodblock printing 

and carving, advertising 

design, installations, 

and documentary 

filmmaking. Hailing from 

the indigenous Paiwan 

community of Taiwan, 

he is interested in the 

politics of indigeneity 

in his country, and was 

an active member of 

the indigenous literary arts 

movement. Solo exhibitions 

of his work include Cloose 

Encounters on Earth, National 

Hsinchu Living Arts Centre, 

Hsinchu, Taiwan (2016); The 

Fragrant Mountain Winds, 

Taipei Fine Art Museum, 

Taipei, Taiwan (2014); Spirit 

of the Birds and the Wind, 

Sandimen Indigenous Museum, 

Pingtung (2010), and has been 

a part of group exhibitions 

such as Deft Hands, Indignous 

Insight, Taipei World Trade 

Center (2016); The Magic 

of Nature, National Taiwan 

Museum of Fine Art, Taichung (2016) and The 

Transparent and The Transcendence, Taipei Xue 

Xue Foundation, Taipei, Taiwan (2014). 

GARIMA GUPTA 
(b. 1985 in New Delhi, lives and works, Bengaluru, India)

Garima Gupta is an artist working with 

`v wgDwRqvg Ad wbDwRj¨vÛ †Z cvcv U½v‡iIqvi 
msMÖnkvjvq iw¶Z Av‡Q| 

w`jviv †eMg Rwj
(Rb¥. 1960 mvj, PÆMÖvg; 
eZ©gv‡b evsjv‡`‡ki 
PÆMÖv‡g emevmiZ Ges 
Kg©iZ)
w`jviv †eMg Rwj Zvi 
wkíK‡g© cÖnmb Ges Zx¶è 
e¨½-we`ªæ‡ci mvnv‡h¨ 
mgv‡Ri weK…wZ Ges 
fvimvg¨nxbZv‡K dzwU‡q 
†Zv‡jb| ‡cBw›Us Ges 
wcÖ›U‡gwKs-G cÖwk¶YcÖvß 

Rwj eZ©gv‡b WªBs, BÝU‡jkb 
Ges cvidig¨vÝ mn wewea 

cÖKvi gva¨‡g KvR K‡i P‡j‡Qb| 
†hme cÖ`k©bx‡Z Zvi wkíKg© ¯’vb 
†c‡q‡Q, †m¸wji g‡a¨ XvKv AvU© 
mvwgU (2016), weMZ 20 eQi 
a‡i AbywôZ cÖwZwU Gwkqvb AvU© 
we‡qbv‡j evsjv‡`k Avm‡i Ges 
4_© BwRcwkqvb B›Uvib¨vkbvj 
wcÖ›U UªvB‡qwbqvj (2003) 
Ab¨Zg| 

BUvb cvfvfvjys
(Rb¥. 1963 mvj, `vfvjvb 
wf‡jR, ZvBIqvb; eZ©gv‡b 
ZvBIqv‡b emevmiZ Ges Kg©iZ 
Av‡Qb)

BUvb cvfvfvjys ˆewPZ¨©gq gva¨‡g wb‡Ri Kv‡Ri 
cwiwa‡K we¯Í…Z K‡i‡Qb, †h¸wji g‡a¨ i‡q‡Q 
KweZv, M`¨ Ges msev` iPbv, Kv‡Vi eø‡K wcÖw›Us 
Ges †Lv`vB, weÁvc‡bi bKkv, BÝU‡jkb Ges 
Z_¨wPÎ wbg©vY| ZvBIqv‡bi Avw`evmx m¤cÖ`vq 
cvBIqv‡bi m`m¨ BUvb Zvi wbR †`‡ki Avw`evmx 
ivRbxwZ wb‡q AvMÖnx Ges GK mgq Avw`evmx 

Garima Gupta: Magnificent Riflebird (2017). 
Giclee Print. Courtesy of the artist and 
TARQ, Mumbai. 

Etan Pavavalung: Flying (2016), acrylic on board. Courtesy 
of the artist.
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drawing, storytelling and archival materials. 

Her work explores the entangled histories of 

ecosystems and colonialism, from a feminist 

perspective. Gupta’s ongoing studies of the 

wildlife hunters in the rainforests of New 

Guinea, wildlife bazaars in various Indonesian 

islands and taxidermy related trade in Thailand 

draws a layered image of concerns such as 

environmental catastrophe and large scale loss 

of wildlife. She studied Communication Design 

at the National Institute of Design, Ahmedabad, 

graduating in 2007. Her recent exhibitions 

include Minutes of the Meeting, Clark House 

Initiative (2017); Kadak Collective, Goethe 

Institut, Bengaluru (2016); Kadak Collective, 

ELCAF, London (2016).

IDAS LOSIN 
(b. 1976, in Taiwan; lives and works, Taipei, Taiwan)

Idas Losin works in the media of painting and 

film making, focusing on indigenous cultural 

expression in Taiwan. Losin began her research 

first as a documentary filmmaker, on the politics 

of indigeneity in her own country. Subsequently 

she expanded her 

area of interest into 

the broader Pacific 

zone, studying 

common elements 

that link indigenous 

communities in the 

region. She has 

exhibited her work in 

The South - An Art of 

Asking and Listening, 

Kaohsiung Museum 

of Fine Art (2017); 

Landscape of Crisis: 

Indigenous Cultures 

and Dispositif of 
Traveler (2014), oil on canvas. Coutesy of the artist.

mvwnZ¨wkí Av‡›`vj‡bi mwµq Kg©x wQ‡jb| Zvi 
GKK cÖ`k©bxi g‡a¨ Av‡Q: †K¬vR GbKvD›Uvim 
Ab Av_©, b¨vkbvj wmbPz wjwfs AvU© †mšÍvi, wmbPz, 
ZvBIqvb (2016); `v †d«M¨©v›U gvD‡›Ub DBÛm, 
ZvB‡cB dvBb AvU©m wgDwRqvg, ZvB‡cB, ZvBIqvb 
(2014); w¯cwiU Ad `v evW©m A¨vÛ `v DBÛ, 
m¨vwÛ‡gb BwÛ‡Rbvm wgDwRqvg, wcsUzs (2010)| 
GQvovI wZwb †WdU n¨vÛm, BwÛ‡Rbvm BbmvBU, 
ZvB‡cB Iqvì© †UªW †m›Uvi (2016); `v g¨vwRK 
Ad †bPvi, b¨vkbvj ZvBIqvb wgDwRqvg Ad dvBb 
AvU©, ZvBPzs (2016) Ges `v UªvÝcv‡i›U A¨vÛ `v 
Uªv‡Ý‡WÝ, ZvB‡cB my¨‡q my¨‡q dvD‡Ûkb, ZvB‡cB, 
ZvBIqvb (2014)-Gi g‡Zv `jxq cÖ`k©bx‡ZI Ask 
wb‡q‡Qb| 

Mwigv ¸ß
(Rb¥. 1985 mvj, bqv w`jøx; eZ©gv‡b fvi‡Zi 
e¨v½vjyiæ‡Z emevmiZ Ges Kg©iZ)
Mwigv ¸ß wPÎv¼b, MíK_b Ges AvK©vBfvj 
g¨v‡Uwiqvj wb‡q KvR K‡ib| Zvi wkíKg©¸wj 
bvixev`x `„wó‡KvY †_‡K B‡Kvwm‡÷g Ges 
Jcwb‡ewkKZvev` wg‡j Av‡ó-c„‡ó Rwo‡q _vKv 
BwZnvm‡K wbix¶Y K‡i| wbDwMwbi †iRd‡i÷¸wji 
eb¨cÖvYx wkKvwi, wewfbœ B‡›`v‡bkxq Øx‡ci 

eb¨cÖvYx‡`i evRvi Ges 
_vBj¨v‡Ûi U¨vw·Wvwg© 
evwYR¨ wb‡q ¸‡ßi PjwZ 
AbymÜvb cwi‡ekMZ 
wech©q Ges e„nr cwim‡i 
eb¨cÖvYx wba‡bi g‡Zv 
welq¸wj‡K wPwÎZ 
Ki‡Q| wZwb 2007 mv‡j 
Avn‡g`vev‡`i b¨vkbvj 
BÝwUwUDU Ad wWRvBb 
†_‡K KwgDwb‡Kkb 
wWRvBb wel‡q cov‡kvbv 
m¤cbœ K‡i‡Qb| Zvi 
mv¤cÖwZK cÖ`k©bx¸wji 
g‡a¨ Av‡Q gvBby¨Um Ad 



285

Modern Space, National Taiwan Museum of 

Fine Arts,Taichung (2017); The Transparent and 

The Transcendence: Contemplation of Instant: 

Dialogue Idas, Wüstenberg (2014).

INES DOUJAK
(b. 1959 in Austria, lives and works, London, UK and Vienna, 

Austria)

Ines Doujak is an artist who researches, writes 

and teaches in the areas of visual culture and 

material aesthetics with a queer-feminist, anti-

racist, anti-colonial 

focus. She studied 

at the University of 

Applied Arts in Vienna 

from 1988 to 1993. She 

is key researcher in 

Utopian Pulse: Flares in 

the Darkroom located 

at the Secession 

in Vienna, which 

started in 2013. She 

is the project leader 

of Loomshuttles / 

Warpaths, a project 

shedding light on 

the highly complex 

and asymmetrical 

relationships between 

Europe and Latin 

America through the 

medium of Andean textiles; as an ancient global 

product, is outset to unravel how multiple forms 

and consequences of colonialist policies reach 

into the present. Her work has been exhibited 

widely, including: Not Dressed for Conquering,  

Württembergischer Kunstverein (2016); The 

Beast and the Sovereign, Barcelona Museum of 

Contemporary Art MACBA, Barcelona (2015); 

São Paulo Biennial (2014); documenta 12, Kassel 

(2007). She is the co-author of Utopian Pulse 

Ines Doujak: FIRE (2018). Mixed Media. Courtesy of the artist.

`v wgwUs, K¬vK© nvDR Bwbwk‡qwUf (2017); KvWvK 
Kv‡jw±f, †M¨‡U BÝwUUz¨U, e¨v½vjyiæ (2016); 
KvWvK Kv‡jw±f, BGjwmGGd, jÛb (2016)| 

BWvm †jvwmb
(Rb¥. 1976 mvj, ZvBIqvb; eZ©gv‡b ZvBIqv‡bi 
ZvB‡cB-‡Z emevmiZ Ges Kg©iZ)
BWvm †jvwmb ZvBIqv‡bi Avw`evmx mvs¯‹…wZK 
Awfe¨w³i Ici †Rvi w`‡q g~jZ wPÎv¼b Ges 
Pjw”PÎ wbg©vY wb‡q KvR K‡ib| †jvwmb Zvi 

M‡elYv ïiæ K‡iwQ‡jb 
wbR †`‡ki Avw`evmx‡`i 
ivRbxwZ wb‡q Z_¨wPÎ 
wbg©vZv wn‡m‡e| µgk 
wZwb we¯Í…Z c¨vwmwdK 
AÂ‡ji wewfbœ Avw`evmx 
m¤cÖ`vq¸wj‡K GKm~‡Î 
Mvu_v mvaviY Dcv`vb¸wj 
wb‡q KvR Ki‡Z †h‡q 
Zvi AvMÖ‡ni †¶ÎwU‡K 
AviI cÖmvwiZ K‡ib| 
BWvm `v mvD_ - Gb AvU© 
Ad Avw¯‹s GÛ wj‡mwbs, 
KvIwkDs wgDwRqvj Ad 
dvBb AvU© (2017); 
j¨vÛ‡¯‹Bc Ad µvBwmm: 
BwÛ‡Rbvm KvjPvim 
GÛ wWm‡cvwmwUd Ad 
gWvb© †¯cm, b¨vkbvj 
ZvBIqvb wgDwRqvg Ad 

dvBb AvU©m, ZvBPzs (2017); `v UªvÝcv‡i›U GÛ 
`v Uªv‡Ý‡WÝ: K‡›Ugcø¨vkb Ad BÝU¨v›U: WvqjM 
BWvm, fz‡÷bevM© (2014)-G wb‡Ri wkíKg©¸wj 
cÖ`k©bx K‡i‡Qb| 

B‡bm `yRK
(Rb¥. 1959 mvj, Aw÷ªqv; eZ©gv‡b hy³iv‡R¨i 
jÛb Ges Aw÷ªqvi wf‡qbvq emevmiZ Ges 
Kg©iZ)
B‡bm `yRK GKRb wkíx, whwb wfRy¨qvj ms¯‹…
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(Pluto, 2015).

JAKRAWAL NILTHAMRONG 
(b. 1977 in Lopburi, lives and works, Bangkok, Thailand)

Jakrawal Nilthamrong works in film and 

video. His work explores themes of karma, 

reincarnation and 

destiny in his enigmatic 

films. Often focusing on 

past traumatic events 

in Thailand’s history, 

Niilthamrong slips 

between times, realities 

and the realms of the 

real or imagined. He 

obtained his BFA at 

Silpakorn University, 

Bangkok in 2000, 

and his MFA at the 

School of Art Institute 

of Chicago, USA, in 

2006.In 2007, he was 

an artist-in-residence 

at the Rijksakademie 

in Amsterdam. In recent years, his short films 

as well as his feature debut, Unreal Forest 

(2010), have been screened in Rotterdam.  His 

work was shown in international film festivals 

and art exhibitions including: the International 

Film Festival, Rotterdam (2011); Yamagata 

Documentary Film Festival, Taipei Biennial 

(2012); Berlin Int’l Film Festival, SeMA Biennale 

Mediacity, Seoul (2014); and the Toronto Int’l 

Film Festival (date). His most recent feature film 

Vanishing Point (2015) was premiered at Int’l 

Film Festival Rotterdam and won the festival’s 

prestigious, Hivos Tiger Award.

Jakrawal Nilthamrong: Zero Gravity (2013), Film still.. Courtesy 

of the artist.

wZ Ges e¯‘MZ b›`bZË¡ wel‡q KzBqvi-bvixev`x, 
eY©ev`-we‡ivax Ges Dcwb‡ewkKZv-we‡ivax †SuvK 
`„wó‡KvY †_‡K M‡elYv, †jLv‡jwL Ges wk¶KZv 
K‡ib| wZwb 1988 †_‡K 1993 mvj ch©šÍ wf‡qbvi 
BDwbfvwm©wU Ad A¨vcøvBW AvU©m-G cov‡kvbv 
K‡i‡Qb| 2013 mv‡j wf‡qbvi wm‡mk‡b hvÎv 

ïiæ Kiv BD‡Uvwcqvb 
cvjm: †d¬qvim Bb 
`¨ WvK©iæg Gi cÖavb 
M‡elK| wZwb jygkvUjm&/
Iqvicv_m&-Gi †cÖv‡R± 
wjWvi wn‡m‡eI f‚wgKv 
cvjb Ki‡Qb| cÖKíwU 
Avw›`qvb †U·UvB‡ji 
gva¨‡g BD‡ivc I j¨vwUb 
Av‡gwiKvi AZ¨šÍ RwUj 
Ges AcÖwZmg m¤c‡K©i 
Ici Av‡jvKcvZ 
K‡i Ges GKwU cÖvPxb 
ˆewk¦K cY¨ wn‡m‡e 
Kxfv‡e Jcwb‡ewkK 
bxwZ GKvwaK iƒc Ges 
cÖfve wb‡q eZ©gvb hyM 

ch©šÍ †cŠu‡Q hvq Zv Db¥³ Ki‡Z D`¨Z n‡q‡Q| 
Zvi wewfbœ KvR e¨vcKfv‡e cÖ`wk©Z n‡q‡Q, hvi 
g‡a¨ Av‡Q bU †WªmW di KbKvwis, fzi‡UgevwM©kvi 
Kzb÷‡f‡iBb (2016); `v we÷ GÛ `v mf&wib, 
ev‡m©‡jvbv wgDwRqvg Ad K‡›U‡¤cvivwi AvU© 
GgGwmweG, ev‡m©‡jvbv (2015); mvI cvI‡jv 
evB‡qwbqvj (2014) Ges WKz‡g›Uv 12, Kv‡mj 
(2007)| wZwb BD‡Uvwcqvb cvjm-Gi (cøy‡Uv, 
2015) GKRb mn-iPwqZv| 

RvKivIqvj wbj_vgis
(Rb¥. 1977 mvj, †jvceywi; eZ©gv‡b _vBj¨v‡Ûi 
e¨vsK‡K emevmiZ Ges Kg©iZ)
RvKivIqvj wbj_vgis Pjw”PÎ Ges wfwWI wb‡q 
KvR K‡ib| wZwb Zvi †nuqvwjc~Y© Pjw”PÎ¸j‡Z 
Kg©dj, cyb©Rb¥ Ges fv‡M¨i aviYv¸wj wb‡q 
AbymÜvb Pvjvb| cÖvqkB _vBj¨v‡Ûi BwZnv‡mi 
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Number 50, Mountain and Ocean Town of Mazu (2012), Acrylic on canvas. 

Courtesy of the artist. 

JIUN-YANG LI 
(b. 1967 in Taitung, lives and works, Taichung, Taiwan)

Jiun-Yang Li is a traditionally-trained artist, 

working with temple painting, painting of movie 

posters, calligraphy, 

Taiwanese glove 

puppets, and 

multi-media 

installations. He has 

exhibited in Mutual 

Companionship 

in the Near 

Future, Soulagh 

International 

Contemporary 

Art Festival, 

Tainan, Taiwan 

(2017); Cloud of 

Unknowing: A City 

of Seven Streets, 

Taiwan (2014); and 

Pseudo Hackers’ 

Art in Parallel 

Zones MOCATaipei, 

Taiwan (2005); 

among others. Solo 

exhibitions of his 

work include Fairest 

Fairies Fair, Phû-

lōng-kòng Blossom, 

Bywood Art Space, 

Kaohsiung (2011) 

and The Sacrament Of My Childhood, DaDao 

Museum, Taoyuan (1998). 

JOËL ANDRIANOMEARISOA 
(b. 1977 in Antananarivo, Madagascar,lives and works, 

Antananarivo, Madagascar and Paris, France)

Joël Andrianomearisoa’s work moves through 

photography, installation and sculpture, 

often using textile and wood as its primary 

Joel Andrianomearisoa: When the day belongs to the night III (2016), 

textiles. Courtesy of the artist and Sabrina Amrani Gallery (Madrid).

AZxZ AvNv‡Zi NUbv¸wji Ici bRi w`‡Z wM‡q, 
wbj_vgis mgq, ev¯ÍeZv Ges ev¯Íe I Kíbvi 
RM‡Zi g‡a¨ Avbv‡Mvbv K‡ib| wZwb 2000 mv‡j 

e¨vsK‡Ki wmívKb© 
wek¦we`¨vjq †_‡K 
weGdG Ges 2006 
mv‡j ¯‹zj Ad `v 
AvU© BÝwUwUDU 
Ad wkKv‡Mv †_‡K 
GgGdG wWMÖx jvf 
K‡ib| 2007 mv‡j 
wZwb Avg÷viWv‡gi 
wiR·qvKv‡Wwg-‡Z 
AvwU©÷-Bb-‡iwm‡WÝ 
wQ‡jb| mv¤cÖwZK 
eQi¸wj‡Z, Zvi 
wbg©vY Kiv ¯^í‰`N¨© 
Pjw”PÎ¸wji 
cvkvcvwk cÖ_g 
c~Y©‰`N¨© Pjw”PÎ 
Avbwi‡qj d‡i÷ 
(2010) iUiWv‡g 
cÖ`wk©Z n‡q‡Q| 
Zvi KvR¸wj wewfbœ 
AvšÍR©vwZK Pjw”PÎ 
Drme Ges wkí 
cÖ`k©bx‡Z †`Lv‡bv 
n‡q‡Q, †hgb `v 
B›Uvib¨vkbvj 
wdj¥ †dw÷fvj, 
iUiWvg (2011); 
BqvgvMvZv WKz‡g›Uvwi 

wdj¥ †dw÷fvj, ZvB‡cB evB‡qwbqvj (2012); 
evwj©b B›Uvib¨vkbvj wdj¥ †dw÷fvj, GmBGmG 
evB‡qwbqvj wgwWqvwmwU, wmIj (2014) Ges 
`v †Uv‡i‡›Uv B›Uvib¨vkbvj wdj¥ †dw÷fvj 
(ZvwiL????)| Zvi mv¤cÖwZKZg Pjw”PÎ f¨vwbwks 
c‡q›U (2015) AvšÍR©vwZK wdj¥ †dw÷fvj 
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material. His recent work explores complex 

emotional landscapes, drawing from histories 

of trauma associated with memories of slavery, 

imperialism and resistance, infused with a 

sardonic, poetic approach. He originally studied 

at the Institut Métiers Arts Plastiques. He 

obtained a diploma degree in architecture 

from Ecole Speciale d’Architecture, Paris, 

France in 2003. His selected solo exhibitions 

include He has participated in the The White 

Hunter, Frigoriferi Milanesi Art Center For 

Contemporary Art, Milano (2017); the Biennale 

de Dakar, Senegal, (2014); 9th Biennale de La 

Habana, Cuba (2006). His work is included 

in the collections 

of the National 

Museum of African 

Art, Smithsonian 

Institution, 

Washington D.C., 

USA; the Studio 

Museum, Harlem, 

New York, USA; 

and Fond Régional 

d’Art Contemporain 

(FRAC), La Réunion, 

France.

JIMMY ONG
(b. 1964 in Singapore; lives and works, Singapore and Vermont, 

USA)

Jimmy Ong’s work addresses questions of 

identity, sexuality and the performativity of 

gender, often in the context of traditional 

Chinese family structures and in Southeast 

Asian mythology. Ong is best known for his 

large scale works in charcoal, though he also 

works with textiles, sculpture and video. He is 

interested in the fluidity of  gender and sexual 

identity in the spiritual traditions in the region, 

often using as points of reference, epics such 

Jimmy Ong: Raffles Batik (2016), detail, Fallen Tiger #3, natural dyes 

on cotton/ made at Good Karma Workshop, Yogyakarta, Indonesia. 

Courtesy of the artist and FOST Gallery, Singapore. 

iUiWv‡g cÖ`wk©Z n‡q‡Q Ges GB Drm‡ei m¤§vwbZ 
cyi®‹vi wn‡fvm UvBMviI AR©b K‡i‡Q| 
wRDb-Bqvs wj
(Rb¥. 1967 mvj, ZvBZzs; eZ©gv‡b ZvBIqv‡bi 
ZvBZzs-G emevmiZ Ges Kg©iZ)
wRDb-Bqvs wj cÖ_vMZ ixwZ‡Z cÖwkw¶Z GKRb 
wkíx, whwb gw›`i, Pjw”P‡Îi †cv÷v‡ii Qwe, 
K¨vwjMÖvwd, ZvBIqvwbR ‡Møvf cv‡cU Ges 
gvwëwgwWqv BÝU‡jkb wb‡q KvR K‡ib| wZwb 
wgDPzqvj K¤c¨vwbqbwkc Bb `v wbqvi wdDPvi, 
mIjvM B›Uvib¨vkbvj K‡›U‡¤cvivwi AvU© 
†dw÷fvj, ZvBbvb, ZvBIqvb (2014); K¬vDW Ad 
Avb‡bvwqs: Av wmwU Ad †m‡fb w÷ªUm, ZvBIqvb 
(2014) Ges wmD‡Wv n¨vKviÕm AvU© Bb c¨vivjvj 

†Rvbm, GgIwmG 
ZvB‡cB, ZvBIqvb 
(2005) cÖf…wZ 
cÖ`k©bx‡Z Ask 
wb‡q‡Qb| Zvi GKK 
cÖ`k©bx¸wji g‡a¨ 
i‡q‡Q †dqv‡i÷ 
†dBwiR †dqvi, 
dz-js-Ks eømg, 
evBDW AvU© †¯cm, 
KvIwkqys (2011) 
Ges `v m¨vµv‡g›U 
Ad gvB PvB‡ìvûW, 
WvWvI wgDwRqvg, 
ZvIBDqvb (1998)| 

†Rv‡qj Avw›`ªqv‡bv‡gqvwi‡mvqv 
(Rb¥. 1977 mvj, AvšÍvbvbvwi‡fv, gv`vMv¯‹vi; 
eZ©gv‡b gv`vMv¯‹v‡ii AvšÍvbvbvwi‡fv Ges d«v‡Ýi 
c¨vwi‡m emevmiZ Ges Kg©iZ)
†Rv‡qj Avw›`ªqv‡bv‡gqvwi‡mvqvÕi KvR Av‡jvKwPÎ, 
BÝU‡jkb Ges fv¯‹‡h©i g‡a¨ Avbv‡Mvbv K‡i, 
Ges cÖvqkB Kvco I KvV n‡q I‡V cÖavb Dcv`vb| 
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as the Ramayana. Recent exhibitions of his work 

include: Spectrosynthesis- Asain LGBTQ Issues 

and Art Now, Museum of Contemporary Art, 

Taipei, Taiwan (2017); Works and Documents 

of Lim Mu Hue and Jimmy Ong, National 

University of Singapore Museum, Singapore 

(2014); The Invisible Thread, Newhouse Center 

for Contemporary Art, Staten Island, New 

York (2004). His work is in the collections of 

the The National Art Gallery of Singapore and  

the National University of Singapore Museum, 

Singapore. 

JOYDEB ROAJA 
(b. 1973 in Khagrachori, lives and 

works, Chittagong, Bangladesh)

Joydeb Roaja is an 

artist working with 

performance, drawing, 

painting and installation. 

Belonging to the Tripura 

community, from the Hill 

Tracts, Roaja’s practice 

often address the 

politics of indigeneity 

in Bangladesh, drawing 

equally from traditional 

and modernist theatre 

forms. He is also a 

member of Porapora, a 

non-profit alternative 

art space in Chittagong.  Roaja  had his first 

solo exhibition at NIPAGEN Tokyo: Performance 

Art Today (2016), and has participated 

in performance festivals and exhibitions 

internationally, including:  Performance 

Art Intensive, The Tetley, Leeds, UK (2017); 

Bengal Foundation Visual Arts Programme, 

Dhaka (2016); Back to the Trees #3, a festival 

in Besançon, France (2016); and the 19th 

(Vietnam, 2016) and 17th (Japan, 2014) Nippon 

Zvi mv¤cÖwZK KvR¸wj `vmZ¡, mvgªvR¨ev` Ges 
we‡ivwaZvi ¯§„wZ weRwoZ AvNv‡Zi BwZnvm †_‡K 
†U‡b Avbv RwUj Av‡eMNb j¨vÛ‡¯‹c‡K wbix¶Y 
K‡i, GK iKg wZ³, Kvwe¨K †Suv‡Ki wg‡k‡j| 
wZwb cov‡kvbv K‡i‡Qb BÝwUUz¨U †gwU‡qm© 
AvU©m cøvw÷Km| 2003 mv‡j c¨vwi‡mi B‡Kvj 
†¯úwmqvj `’AvwK©‡ZwPIi †_‡K wW‡cøvgv AR©b 
K‡ib| Zvi D‡jøL‡hvM¨ GKK cÖ`k©bx¸wji g‡a¨ 
Av‡Q `v †nvqvBU nv›Uvi, wd«‡Mv‡dwi wgjv‡bwm AvU© 
†m›Uvi di K‡›U‡¤cvivwi AvU©, wgjvb (2017); 
`v evB‡qwbqvj †` WvKvi, †m‡bMvj (2014); 

9g evB‡qwbqvj †` jv 
nvfvbv, wKDev (2006)| 
†Rv‡q‡ji wkíKg© 
b¨vkbvj wgDwRqvg Ad 
Avwd«Kvb AvU©, w¯§_mwbqvb 
BÝwUwUDkb, IqvwksUb 
wWwm, hy³ivóª; `v ÷zwWI 
wgDwRqvg, nvi‡jg, 
wbD BqK©, hy³ivóª 
Ges dÛ wiwRIbvj 
wWÕAvU© K‡›U‡¤cv‡iBb 
(GdAviGwm), jv 
wiBDwbqb, d«v‡Ýi msMÖ‡n 
AšÍf©z³ n‡q‡Q| 

wRwg Is 
(Rb¥. 1964 mvj, 
wm½vcyi; eZ©gv‡b wm½vcyi 
Ges hy³iv‡óªi fvig‡›U 
emevmiZ Ges Kg©iZ)

wRwg Is-Gi wkíKg© cÖvqkB cÖ_vMZ ˆPwbK cwievi 
KvVv‡gv Ges `w¶Y-c~e© Gwkqvi cyiv‡Yi cUf‚wg‡Z 
cwiPq, †hŠbZv Ges †RÛv‡ii cvidg¨©vwUwfwUi 
cÖkœ‡K mvg‡b wb‡q Av‡m| Is Zvi KvVKqjvi 
e„n`vK…wZi KvR¸wji Rb¨ me‡P‡q †ewk cwiwPZ, 
hw`I Ab¨vb¨ gva¨‡g †hgb Kvco, fv¯‹h© Ges 
wfwWI wb‡qI wZwb KvR K‡ib| wZwb GB AÂ‡ji 
Ava¨vwZ¥K HwZn¨¸wj‡Z †RÛvi Ges ˆjw½K 
cwiP‡qi Zvij¨ wel‡q AvMÖn aviY K‡ib, d‡j 

Joydeb Roaja: Searching my roots, 2017. Ink on paper. 

Courtesy of the artist.
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International Performance Art Festival (NIPAF), 

Asia. 

LANTIAN XIE
(b. 1988 in the UAE , lives and works, Dubai, United Arab 

Emirates)

Lantian Xie makes 

images, objects, 

stories and 

situations, often 

about Dubai. He 

is particularly 

interested in hotel 

lobbies, cafeteria 

menus, and violent 

statecraft. Xie holds 

an MFA from the 

School of the Art 

Institute of Chicago. 

He also co-hosts a 

weekly programme 

on Dubai Eye 

103.8FM and is an 

Editor-at-Large 

for THE STATE. 

He represented 

the United Arab 

Emirates in la 

Biennale de 

Venezia, Venice 

(2017); and has 

recently exhibited 

at the 11th Shanghai 

Biennale (2016); and the 3rd Kochi-Muziris 

Biennale (2016). 

LAVANYA MANI 
(b. 1977 in Hyderabad, India, lives and works, Vadodara, India)

Lavanya Mani is an artist working primarily 

with textiles and the various traditions and 

techniques associated with textile painting, 

Lavanya Mani: Travellers Tales (2014), blueprints, natural dye, pigment 

paint, applique and cyanotype on cotton fabric.  Courtesy of the artist 

and Chemould Prescott Road, Mumbai. 

Lanthan Xie: Meridian (2014), 1950s lithographs by John Fabreau from 

1920s drawings by Daniel G. Elliot. Courtesy of the artist and Grey Noise 

Gallery, Dubai. 

ivgvq‡Yi g‡Zv gnvKve¨¸wj cÖvqB Zvi Kv‡Ri 
†idv‡iÝ c‡q›U wn‡m‡e e¨eüZ nq| Zvi mv¤cÖwZK 
Kv‡Ri g‡a¨ Av‡Q †¯cK‡Uªvwmb‡_wmm-Gwkqvb 
GjwRwewUwKD Bmy¨R GÛ AvU© bvI, wgDwRqvg Ad 

K‡›U‡¤cvivwi AvU©, 
ZvB‡cB, ZvBIqvb 
(2017); IqvK©m 
GÛ WKz‡g›Um Ad 
wjg gy wnD GÛ 
wRwg Is, b¨vkbvj 
BDwbfvwm©wU Ad 
wm½vcyi wgDwRqvg, 
wm½vcyi (2014); 
`v Bbwfwmej †_ªW, 
wbDnvDR †m›Uvi di 
K‡›U‡¤cvivwi AvU©, 
†÷‡Ub AvBj¨vÛ, 
wbD BDK© (2004)| 
Zvi wKQz m„wó `v 
b¨vkbvj AvU© M¨vjvwi 
Ad wm½vcyi Ges `v 
b¨vkbvj BDwbfvwm©wU 
Ad wm½vcyi 
wgDwRqvg, wm½vcy‡ii 
msMÖ‡n AšÍf©z³ 
Av‡Q| 

Rq‡`e †ivqvRv
(Rb¥. 1973 mvj, 
LvMovQwo; eZ©gv‡b 
evsjv‡`‡ki PÆMÖv‡g 
emevmiZ Ges 

Kg©iZ)
Rq‡`e †ivqvRv GK`g wkíx, whwb cvidig¨vÝ, 
wPÎv¼b Ges BÝU‡jkb wb‡q KvR K‡ib| cve©Z¨ 
AÂ‡j emevmiZ wÎcyiv m¤cÖ`v‡qi m`m¨ †ivqvRvi 
wkíPP©v cÖvqkB evsjv‡`‡ki Avw`evmx ivRbxwZ‡K 
DcRxe¨ K‡i, cÖ_vMZ Ges AvaywbK bvU¨iƒc †_‡K 
mgvbfv‡e avi wb‡q| wZwb PÆMÖv‡g Aew¯’Z GKwU 
AjvfRbK weKíaviv wkí ms¯’v ‡cvovcvov-i 
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printing and embroidery in India. She is 

interested in correspondences between 

the worlds of textiles and text —manifest in 

expressions such as ‘to spin a yarn’, ‘to weave 

a tale’ or ‘to fabricate’— and their link to the 

construction of history, especially orientalist 

narratives about the East. She obtained her 

BA and MA in painting from the Sir J.J. School 

of Art in Mumbai. In 2001 she received her 

Ph.D from the Department of Art History and 

Aesthetics at the Faculty of Fine Arts, Maharaja 

Sayajirao University, Baroda. She has shown 

both in India and abroad, in the Kochi-Muziris 

Biennale (2014); Chemould Prescott Road, 

Mumbai (2009); Guild Art Gallery (2008) among 

others. 

MALALA ANDRIALAVIDRAZANA 
(b. 1971, Madagascar, lives and works, Paris, France)

Malala Andrialavidrazana works primarily with 

photography, often exploring the architectural 

and the urban.  She is interested in notion 

m`m¨| †ivqvRvi cÖ_g GKK cÖ`k©bx AbywôZ 
n‡qwQj GbAvBwcGwRBGb †UvwKI: cvidig¨vÝ 
AvU© Uz‡W (2016)-‡Z| GQvovI wZwb wewfbœ 
cvidig¨vÝ Drme Ges AvšÍR©vwZK cÖ`kb©x‡Z 
Ask wb‡q‡Qb, †h¸wji g‡a¨ Av‡Q: cvidig¨vÝ 
AvU© B‡›UwÝf, `v †UUwj, wjWm, hy³ivR¨ (2017); 
†e½j dvD‡Ûkb wfRyqvj AvU©m †cÖvMÖvg, XvKv 
(2016); e¨vK Uz `v wUªR #3, †emvbKb, d«vÝ 
(2016) Ges 19Zg (wf‡qZbvg, 2016) I 17Zg 
(Rvcvb, 2014) wbàb B›Uvib¨vkbvj cvidig¨vÝ 

AvU© †dw÷fvj (GbAvBwcGGd), Gwkqv| 

jvbwkqvb wR
(Rb¥. 1988 mvj, mshy³ Avie AvwgivZ; eZ©gv‡b 
mshy³ Avie Avwgiv‡Zi `yevB‡q emevmiZ Ges 
Kg©iZ)
jvbwkqvb wR cÖvqB `yevB‡K welqe¯‘ K‡i wewfbœ 
Qwe, e¯‘, Mí Ges NUbvejx m„wó K‡ib| Zvi we‡kl 
AvMÖ‡ni welq n‡”Q †nv‡U‡ji jwe, K¨v‡d‡Uwiqvi 
Lv`¨ZvwjKv, Ges mwnsm ivRbxwZ| wR ¯‹zj Ad `v 
AvU© BÝwUwUDU Ad wkKv‡Mv †_‡K GgGdGwWMÖx 
AR©b K‡i‡Qb| `yevB AvB 103.8 GdGg-Gi 

Malala Andrialavidrazana: Figures 1853, Kolonien in Afrika und in der Süd-See.  ©Malala 

Andrialavidrazana, Courtesy 50 Golborne – London, C-Gallery – Milano, Kehrer – Berlin
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of barriers and interactions within cross-

cultural contexts. Referencing anthropological 

fieldwork, she examines the in-between 

space in a multitude of heres and nows, 

her visual compositions opening up the 

possibility of alternative storytelling. Malala 

Andrialavidrazana graduated from Paris La 

Villette School of Architecture in 1996. Her 

work has been exhibited in: Histoires Brodées, 

Focus of the 14th Biennale de 

Lyon, Musée Africain (2017); 

Rip it up, Changjiang Biennale 

of Photography and Video 

art, Chongqing, China (2017); 

Biennale Bénin, (2012); and 

Bamako Encounters, Mali, 

(2005/2015); among others.

MANISH NAI 
(b. 1980, Gujarat, lives and works, 

Mumbai, India)

Manish Nai is an artist 

working across painting, 

photography, sculpture and 

installation. Commenting 

on the modernist conceit of 

assemblage, which produces 

a kind of de-contextualisation, 

he embeds the social and 

cultural histories of the 

materials he engages with 

into his abstract compositions. He attained a 

Diploma in Drawing and Painting from the L.S. 

Raheja School of Art in Mumbai. His recent 

solo exhibitions include: the Fondation Fernet-

Branca, Saint-Louis, France (2017), and Het 

Noordbrabants Museum, Netherlands (2018). 

Nai’s work has been shown in numerous group 

exhibition internationally,  including: the Kochi 

Muzirus Biennale, Kochi (2014); Mumbai City 

Manish Nai: Untitled (2017), synthetic indigo 

dyed burlap. Courtesy of the artist and 

Nature Morte, New Delhi. 

GKwU mvßvwnK Abyôvb †hŠ_fv‡e m¤cÖPv‡i Ask 
†bb Ges `¨ †÷U-Gi GwWUi-A¨vU-jvR© wn‡m‡e 
f‚wgKv cvjb Ki‡Qb| wZwb jv evB‡qwbqv‡j 
†` †f‡bwRqv, †fwbm (2017)-G mshy³ Avie 
Avwgiv‡Zi cÖwZwbwaZ¡ K‡i‡Qb Ges m¤cÖwZ 11Zg 
mvsnvB we‡qbv‡j (2016) I 3q KwP-gywhwim 
we‡qbv‡j (2016)-G cÖ`k©bx K‡i‡Qb| 

jveY¨ gwY
(Rb¥. 1977 mvj, nv‡q`ªvev`, 
fviZ; eZ©gv‡b fvi‡Zi 
e‡ov`ivq emevmiZ Ges 
Kg©iZ)
jveY¨ gwY g~jZ Kvco Ges 
Kvc‡oi Ici Qwe AvuKv, wcÖw›Us 
Ges Gg&eªqWvwii mv‡_ mswkøó 
wewfbœ fviZxq HwZn¨ Ges 
†KŠkj wb‡q KvR K‡ib| wZwb 
†U·UvBj Ges †U·‡Ui RM‡Zi 
ga¨Kvi †hvMv‡hvM- †h¸wj 
ÔUz w¯cb Av Bqvb©Õ, ÔUz DBf 
Av †UBjÕ wKsev ÔUz †dweª‡KUÕ 
BZ¨vw` evK¨vs‡ki ga¨ w`‡q 
cÖKvwkZ nq - Ges BwZnvm 
MV‡b, we‡kl K‡i cÖvP¨ m¤cwK©Z 
Iwi‡q›Uvwj÷ b¨v‡iwU‡fi 
mv‡_ G‡`i m¤cK© wb‡q AvMÖn 
†cvlY K‡ib| wZwb gy¤^vB‡qi 
m¨vi †R. †R. ¯‹zj Ad AvU© 
†_‡K wPÎKjvq weG Ges GgG 

wWMÖx jvf K‡i‡Qb| 2001 mv‡j e‡iv`vi gnvivRv 
mvqvwRivI wek¦we`¨vj‡qi PviæKjv Abyl‡`i 
wPÎKjvi BwZnvm Ges b›`bZË¡ wefvM †_‡K wZwb 
Zvi wcGBPwW wWMÖx AR©b K‡i‡Qb| fviZ Ges 
Gi evB‡i wewfbœ cÖ`k©bx‡Z Ask wb‡q‡Qb, †h¸wji 
g‡a¨ KwP-gywhwim we‡qbv‡j (2014); †P‡gvì 
†cÖmKU †ivW, gy¤^vB (2009) Ges wMì AvU© M¨vjvwi 
(2008) Ab¨Zg| 

gvjvjv Avw›`ªqvjvwfWªvRvbv
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Pavilion at the 9th Shanghai Biennale (2012); The 

Indian Parallax or the Doubling of Happiness, 

the Birla Academy of Art and Culture, Kolkata 

(2012); among others.

MOELYONO 
(b. 1957 in Tulungagung, lives and works, Tulungagung, East 

Java, Indonesia)

Moelyono’s community based practice uses 

elements of tradition and experimental theatre 

practices. He studied painting at the Institute of 

Indonesian Arts (Institut Seri Rupa Indonesia) 

Jogjakarta, Central Java, in the 1980s, following 

which he returned to his hometown to become 

‘a community-based artist’ working with the 

fishermen children in Brunbun village, near 

Tulunggagung and other places in Indonesia. His 

recent exhibitions include solo presentations 

The Disintegrating Faces of The Children of The 

Dam, Cemeti Art House(2011) and  Pameran 

Seni Rupa Kerja, Bentara Budaya, Jakarta 

(2006).

MING WONG 
(b. 1971 in Singapore, lives and works, Berlin, Germany)

Ming Wong uses film and archival material, 

which he re-invents and  fictionalises through 

Moelyono: Benang-benang (2016), acrylic on canvas. Courtesy of Dhomy Marfasa and Ark Galerie. 

(Rb¥. 1971 mvj, gv`vMv¯‹vi; eZ©gv‡b d«v‡Ýi 
c¨vwi‡m emevmiZ Ges Kg©iZ)
gvjvjv Avw›`ªqvjvwfWªvRvbv cÖavbZ Av‡jvKwPÎ 
wb‡q KvR K‡ib AbymÜvb Pvjvb ¯’vcZ¨ Ges kû‡i 
cÖwZ‡e‡k| wZwb AvšÍ:mvs¯‹…wZK cUf‚wgKvq AšÍivq 
Ges wµqv-cÖwZwµqvi aviYv m¤c‡K© †KŠZ‚njx| 
b„ZvwË¡K wdìIqvK© cÖm‡½µ‡g, AmsL¨ ÔGLv‡bÕ 
Ges ÔGLbÕ-Gi mgvnv‡ii ga¨Kvi dvuKv¸wj wZwb 
wbix¶Y K‡ib| Zvi wfRy¨‡qj iPbv¸wj weKí 
Mí K_‡bi m¤¢vebv‡K D‡b¥vwPZ K‡i| gvjvjv 
Avw›`ªqvjvwfWªvRvbv 1996 mv‡ji c¨vwim jv 
wf‡j‡Ë ¯‹zj Ad AvwK©‡UKPvi †_‡K cov‡kvbv †kl 
K‡i‡Qb| Zvi m„wóKg©¸wj †hme cÖ`k©bx‡Z †`Lv‡bv 
n‡q‡Q, †m¸wji g‡a¨ i‡q‡Q wn‡÷v‡im †eªvwWBm, 
†dvKvm Ad `v †dviwUb_ evB‡qwbqvj †` wjqb, 
gy¨‡R Avwd«K¨vb (2017); wic BU AvD, P¨vswRqvs 
evB‡qwbqvj Ad d‡UvMÖvwd GÛ wfwWI AvU©, PswKs, 
Pxb (2017); evB‡qwbqvj †ewbb (2012) Ges 
evgv‡Kv GbKvD›Uvim, gvwj (2005/2015) mn 
Ab¨vb¨|  

gwbk bvB
(Rb¥. 1980 mvj, ¸RivU; eZ©gv‡b fvi‡Zi 
gy¤^vB‡q emevmiZ Ges Kg©iZ)

gwbk bvB Qwe, Av‡jvKwPÎ, fv¯‹h© Ges 
BÝU‡jkb gva¨‡g KvR K‡ib| mwbœcv‡Zi 
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his practice. Playing with language, he explores 

questions of performance and identity. Ming 

participated in the 53rd Venice Biennale (2009), 

representing the 

Singapore Pavilion with 

his solo presentation 

Life of Imitation 

which was awarded 

a Special Mention. 

He has exhibited in 

Temporal Turn: Art 

and Speculation In 

Contemporary Asia, 

Spencer Museum 

of Art, University of 

Kansas (2016); the 8th 

Asia Pacific Triennial 

of Contemporary Art 

(APT 8), Queensland 

Art Gallery| Gallery 

of Modern Art (2015); 

the Liverpool Biennial, 

Liverpool, UK (2012); 

among others. 

MRINALINI 
MUKHERJEE 
(b. 1949 in Bombay, d. 2015 in 

New Delhi, India)

Mrinalini Mukherjee 

was a sculptor, known 

for her work with hemp 

and natural fibers. 

Her work alluded 

to natural forms, as 

well as traditional forms of sculpture, such as 

Kumartulli protima and indigenous idols of 

worship, which she referenced through her 

sinuous hemp forms. She graduated with a 

diploma in painting at M S University of Baroda 

in 1970, where she also secured a post-diploma 

Kamal (1985). Image courtesy Mrinalini Mukherjee Foundation 

and the Kiran Nadar Museum of Art. 

gWvwb©÷ `¤¢‡K mgv‡jvPbv K‡i, hv GK ai‡bi 
wW-K‡›U·UPzqvjvB‡Rkb ˆZwi K‡i, wZwb †hme 
Dcv`vb wb‡q KvR K‡ib †m¸wji mvgvwRK Ges 

mvs¯‹…wZK BwZnvm‡K Zvi 
weg~Z© K‡¤cvwRkb¸wji 
g‡a¨ ms¯’vcb K‡ib| 
gwbk gy¤^vB‡qi Gj.Gm. 
iv‡nRv ¯‹zj Ad AvU© 
†_‡K Wªwqs Ges ‡cBw›Us 
wel‡q wW‡cøvgv AR©b 
K‡i‡Qb| Zvi mv¤cÖwZK 
GKK cÖ`k©bx¸wji g‡a¨ 
i‡q‡Q: `v dvD‡Ûkb 
†d‡b©U-eªvsKv, †mB›U-jyB, 
d«vÝ (2017) Ges †nU 
byiWeªvev›Um wgDwRqvg, 
†b`vij¨vÛm (2018)| 
Zvi KvR KwP-gywhwim 
we‡qbv‡j (2012); 
9g mvsnvB we‡qbv‡j 
(2012)-Gi gy¤^vB wmwU 
c¨vwfwjq‡b; `v BwÛqvb 
c¨vivW· Ai `v Wvewjs 
Ad n¨vwc‡bm, `v weojv 
GKv‡Wwg Ad AvU© GÛ 
KvjPv, KjKvZv (2012) 
mn Ab¨vb¨ AvšÍR©vwZK 
`jxq cÖ`k©bx‡Z cÖ`wk©Z 
n‡q‡Q| 

†gv‡q‡j¨v‡bv 
(Rb¥. 1957 mvj, 
Zzjy½v¸s; eZ©gv‡b 
B‡›`v‡bwkqv c~e© Rvfvi 
Zzjy½v¸s-G emevmiZ 

Ges Kg©iZ)
†gv‡q‡j¨v‡bvi m¤cÖ`vqwfwËK KvR¸wj‡Z HwZn¨ 
Ges wbix¶vag©x bvU¨PP©vi Dcv`vb e¨eüZ nq| 
wZwb 1980Õi `k‡K ga¨ Rvfvi †RvKRvKvZ©vi 
BÝwUwUDU Ad B‡›`v‡bwkqvb AvU©m-G (BÝwUUz¨U 

Ming Wong: Song of the South Seas (2017). Courtesy of the 

artist. 
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in 1972, under Prof. K G Subramanyan. In 1971, 

she received a British Council Scholarship for 

sculpture and worked at West Surrey College 

of Art and design in Farnham, UK. Her selected 

exhibition history includes:  Burning Down The 

House, the Gwangju Biennale (2014); The Body 

In Indian Art,  BOZAR, Brussels (2013); the 2nd  

Asia Pacific Triennale (1996);  The Other Self, 

Stedelijk Museum, Amsterdam (1995); Yorkshire 

Sculpture Park, UK (1994); the 2nd Havana 

Biennale, Havana (1986); among others. 

MUNEM WASIF 
(b.1983, Dhaka, lives and works, Dhaka, Bangladesh)  

Munem Wasif investigates complex social 

and political issues 

by getting cloose to 

people, both physically 

and psychologically, 

dealing with multiple 

questions and 

contradictions through 

his artistic language, 

which often employs 

stark black and white 

photography. Wasif 

often experiments 

beyond tradition, 

testing the possibilities 

of fiction, while using familiar documentary 

language. He was the co-curator of Chobi Mela 

IX, in 2017, and is a Faculty member at the 

Pathshala South Asian Media Academy (from 

where he also graduated, seeing teaching and 

collaborating with a new generation of artists, 

as part of his practice. Wasif’s work has been 

exhibited at the Gwangju Biennale (2016); the 

Singapore Biennale (2016); Dhaka Art Summit 

†mwi iæcv B‡›`v‡bwkqv) wPÎKjv wel‡q cov‡kvbv 
K‡i‡Qb| Gic‡i wZwb wbR kn‡i wd‡i wM‡q 
ÔGKRb m¤cÖ`vq-wbf©i wkíxÕ n‡q DV‡Z Zzjy½v¸s-
Gi Kv‡Q eªæbeyb MÖvg Ges B‡›`v‡bwkqvi Ab¨vb¨ 
¯’v‡b †R‡j‡`i mšÍvb‡`i wb‡q KvR Ki‡Z ïiæ 
K‡ib| Zvi mv¤cÖwZK mg‡qi cÖ`k©bx¸wji g‡a¨ 
i‡q‡Q GKK Dc¯’vcbv `v wWmBw›U‡MÖwUs †dB‡mm 
Ad `v wPj‡Wªb Ad `v W¨vg, †m‡gwU AvU© nvDR 
(2011) Ges cv‡givb †mwb iæcv †KiRv, †ešÍviv 
ey`vqv, RvKvZ©v (2006)| 

wgs Is 
(Rb¥. 1971 mvj, wm½vcyi; eZ©gv‡b Rvg©vwbi 
evwj©‡b emevmiZ Ges Kg©iZ)
wgs Is wdj¥ Ges AvK©vBfvj mvgMÖx e¨envi 

K‡i, PP©vi ga¨ w`‡q 
†m¸wj‡K cyb:Avwe®‹vi 
Ges wdKk‡b iƒcvšÍwiZ 
K‡ib| fvlv wb‡q 
bvovPvov K‡i wZwb 
cvidig¨vÝ Ges cwiPq 
msµvšÍ  cÖkœvejx wb‡q 
AbymÜvb Pvjvb| wgs 
53Zg †fwbm we‡qbv‡j 
(2009)-G GKK 
Dc¯’vcbv jvBd Ad 
Bwg‡Ukb-Gi ga¨ w`‡q 
wm½vcyi c¨vwfwjq‡b 
cÖwZwbwaZ¡ K‡iwQ‡jb, 

hv we‡kl m¤§vbbvq f‚wlZ n‡qwQj| wgs †U‡¤cvivj 
Uvb©: AvU© GÛ †¯cKz‡jkb Bb K‡›U‡¤cvivwi Gwkqv, 
†¯cbmvi wgDwRqvg Ad AvU©, BDwbfvwm©wU Ad 
Kvbmvm (2016); 8g Gwkqv †cwmwdK UªvB‡qwbqvj 
Ad K‡›U‡¤cvivwi AvU© (GwcwU 8), KzBÝj¨vÛ AvU© 
M¨vjvwi| M¨vjvwi Ad gWvb© AvU© (2015) Ges `v 
wjfvicyj evB‡qwbqvj, wjfvicyj, hy³ivR¨ (2012) 
mn AviI A‡bK cÖ`k©bx K‡i‡Qb| 

g„Yvwjbx gyLvwR©
(Rb¥. 1949 mvj, †ev‡¤^; eZ©gv‡b fvi‡Zi w`jøx‡Z 

Munem Wasif: Machine Matter (2017), single channel, 14 minutes 

6 seconds, BW, stereo, variable sizes. Courtesy of the artist and 

Project 88, Mumbai. 
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(2016); the Fotomuseum Winterthur, Switzerland 

(2010); among others. 

NABIL AHMED 
(b. 1978 in Dhaka, lives and works, London, UK)

Nabil Ahmed is an artist, writer and researcher. 

His trans-disciplinary research explores 

contemporary status of nature in spatial relation 

to law, conflict and development.  He has 

previously taught in the 

department of Visual 

Cultures at Goldsmiths, 

University of London. 

He has been a guest 

critic at Architecture 

Association, University 

of Westminster Faculty 

of Architecture and 

Royal College of Art, 

London, and now 

teaches at the CASS 

London Metropolitan 

University, where he is mainly concerned with 

how architecture and architectural education 

can critically reflect on design practices and 

evidence complex processes of urban and 

environmental change. He holds a PhD from 

the Centre for Research Architecture at 

Goldsmiths, University of London and has been 

part of the two-year Anthropocene Project at 

the Haus der Kulturen der Welt (2013-14). He 

is co-founder of Call and Response, a sound 

art organisation based in London. His recent 

exhibitions include the Oslo Architecture 

Triennial (2016); the Cuenca Biennale (2014) and 

the Taipei Biennale (2012). 

NGUYEN TRINH THI 
(b. 1973; lives and works, Hanoi, Vietnam)

Nguyen Trinh Thi is a Hanoi-based independent 

filmmaker and video/media artist. Her diverse 

emevmiZ Ges Kg©iZ)
g„Yvwjbx gyLvwR© GKRb fv¯‹i, whwb †n¤c Ges 
wewfbœ cÖvK…wZK Zš‘ wb‡q KvR Kivi Rb¨ cwiwPZ| 
Zvi Kv‡Ri g‡a¨ mnRvZ avu‡Pi cvkvcvwk fv¯‹h© 
wbg©v‡Yi cÖ_vMZ ixwZ, †hgb KzgviUzwji cÖwZgv 
Ges Avw`evmx †`eZv‡`i g~wZ©i aibI Zvi cvKv‡bv 
†n‡¤ci Qvu‡Pi g‡a¨ w`‡q dz‡U I‡V| g„Yvwjbx 
1970 mv‡j Gg Gm BDwbfvwm©wU Ad ev‡iv`v 
†_‡K wPÎKjvq GKwU wW‡cøvgv wWMÖx Ges 1972 

mv‡j cÖ‡dmi †K.wR. 
myeivgvwbqvb-Gi Aax‡b 
†cv÷-wW‡cøvgvI AR©b 
K‡i‡Qb| 1971 mv‡j 
wZwb weªwUk KvDwÝj 
e„wË jvf †c‡q‡Qb Ges 
hy³iv‡R¨i dvb©nv‡gi 
I‡q÷ my¨wi K‡jR 
Ad AvU© GÛ wWRvB‡b 
KvR K‡i‡Qb| Zvi 
D‡jøL‡hvM¨ cÖ`k©bx¸wji 
g‡a¨ Av‡Q: evwb©s WvDb 

`v nvDR, `v ¸qvb‡Rv evB‡qwbqvj (2014); `v 
ewW Bb BwÛqvb AvU©, †evRvi, eªv‡mjm (2013); 
2q Gwkqv †cwmwdK UªvB‡qwbqvj (1996); `v 
Av`vi †mjd, †÷‡WjwRK wgDwRqvg, Avg÷viWvg 
(1995); BqK©kvqvi ¯‹víPvi cvK©, hy³ivR¨; 2q 
nvfvbv we‡qbv‡j, nvfvbv (1986) BZ¨vw`| 

gy‡bg Iqvwmd
(Rb¥. 1983 mvj, XvKv; eZ©gv‡b evsjv‡`‡ki XvKvq 
emevmiZ Ges Kg©iZ)
gy‡bg Iqvwmd ev¯ÍweK Ges gb¯ÍvwË¡K Dfq w`K 
wePv‡i gvby‡li Kv‡Q †cŠuQv‡bvi gva¨‡g RwUj 
mvgvwRK Ges ivR‰bwZK wel‡q AbymÜvb Pvjvb| 
Zvi ˆkwíK fvlv cÖvqkB cy‡iv`¯‘i mv`v-Kv‡jv 
Av‡jvKwPÎ‡K Kv‡R jvwM‡q GKvwaK cÖkœ Ges 
ˆecixZ¨‡K wN‡i AvewZ©Z nq| Avwmd cÖvqB 
cÖ_vi evB‡i wM‡q cix¶v-wbix¶v Pvjvb, wdKk‡bi 
m¤¢vebv‡K LwZ‡q †`‡Lb cwiwPZ Z_¨wP‡Îi fvlv‡K 
e¨envi K‡i| wZwb 2017 mv‡ji Qwe †gjv 8-Gi 

Nabil Ahmed: Still from “Radical Meteorology”, 2013 Film still. 

Courtsey of the artist.
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Nguyen Trihn Thi: Letters from Ponduranga, 2015. Film still.

Courtesy of the artist.

practice has consistently investigated the 

role of memory in the necessary unveiling of 

hidden, displaced or misinterpreted histories; 

and examined the position of artists in 

Vietnamese society. Nguyen studied journalism, 

photography, international relations and 

ethnographic film in the United States. Her 

films and video art works have been shown 

at festivals and art exhibitions internationally, 

including: the Jakarta Biennale (2013); the 

Singapore Biennale (2013); the Fukuoka Asian 

Art Triennial (2014); the Lyon Biennale (2015); 

Asian Art Biennial, Taiwan (2015), and at the 

Jeu de Paume, Paris 

(date); CAPC Musée 

d’art Contemporain de 

Bordeaux; Oberhausen 

International Film 

Festival; Artist Films 

International; DEN 

FRIE Centre of 

Contemporary Art, 

Copenhagen. Nguyen 

is founder and director 

of Hanoi DOCLAB, an 

independent center for 

documentary film and 

the moving image art in 

Hanoi since 2009.

NONTAWAT 
NUMBENCHAPOL  
(b. 1983 in Bangkok, lives and 

works, Bangkok, Thailand) 

Nontawat Numbenchapol is a documentary 

filmmaker. His work explores the fictive and 

the personal in narratives of space. His first 

documentary, WEIRDROSOPHER WORLD 

explored modes of urban navigation performed 

by a group of Thai skateboarders, while his 

film, BOUNDARY followed the communities 

‡Kv-wKD‡iUi wQ‡jb Ges eZ©gv‡b cvVkvjv mvD_ 
Gwkqvb wgwWqv GKv‡Wwgi wk¶K wn‡m‡e Kg©iZ 
Av‡Qb (GLvb †_‡KB wZwb cov‡kvbv mgvß 
K‡i wk¶KZv Ges bZzb cÖR‡b¥i wkíx‡`i mv‡_ 
mn‡hvwMZv‡K wb‡Ri PP©vi Ask K‡i wb‡q‡Qb)| 
Iqvwm‡di KvR †hme RvqMvq cÖ`wk©Z n‡q‡Q Zvi 
g‡a¨ ¸qvb‡Rv we‡qbv‡j (2016); `v wm½vcyi 
we‡qbv‡j (2016); XvKv AvU© mvwgU (2016), `¨ 
d‡UvwgDwRqvg DB›UviUzqvi, myBRvij¨vÛ (2010) 
Ab¨Zg| 

bvwej Avn‡g`
(Rb¥. 1978 mvj, XvKv; eZ©gv‡b hy³iv‡R¨i jÛ‡b 

emevmiZ Ges Kg©iZ)
bvwej Avn‡g` GKRb 
wkíx, †jLK Ges 
M‡elK| Zvi UªvÝ-
wWwmwcøbvwi M‡elYv 
AvBb, msNl© Ges 
Dbœq‡bi mv‡_ ¯’vwbK 
m¤c‡K©i wfwË‡Z cÖK…wZi 
mv¤cÖwZK Ae¯’vb‡K wb‡q 
AbymÜvb Pvjvq| wZwb 
GK mgq †Mvìw¯§_m, 
BDwbfvwm©wU Ad jÛ‡bi 
wfRy¨‡qj KvjPvim 
wefv‡M wk¶KZv 
Ki‡Zb| BDwbfvwm©wU 
Ad I‡q÷wgwb÷vi-
Gi ¯’vcZ¨Kjv 
Abyl‡`i AvwK©‡UKPvi 
G‡mvwm‡qkb Ges 
iq¨vj K‡jR Ad AvU©, 

jÛb-G wZwb AwZw_ mgv‡jvPK wn‡m‡e f‚wgKv 
cvjb K‡i‡Qb| bvwej Avn‡g` eZ©gv‡b wmGGmGm 
jÛb †g‡UªvcwjUb BDwbfvwm©wU‡Z wk¶KZv Ki‡Qb, 
†hLv‡b wZwb g~jZ ¯’vcZ¨Kjv I G wel‡qi 
cÖwk¶Y Kxfv‡e wWRvBb Abykxj‡b ¸iæZ¡c~Y©fv‡e 
cÖwZdwjZ nq Ges RwUj bMi Ges cwi‡ekMZ 
cwieZ©‡bi mv¶x n‡q I‡V ZvB wb‡q wePvi-
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who live in the village 

near the Preah Vihear 

temple during the 

Thailand-Cambodia 

border dispute. He 

graduated from Visual 

Communication 

Design Department, 

Faculty of Fine Arts, 

Rungsit University. His 

work has films have 

been shown at the 

Bangkok Experimental 

Film Festival and 

World Film Festival, 

Bangkok; the Busan 

International Film 

Festival; and the Berlin 

International Film 

Festival; among others. 

NORBERTO 
ROLODAN 
(b. 1953, Bacolod, lives and 

works, Manila, Philippines)

Norberto Roldan 

is an artist whose 

practice is rooted 

in social, political and cultural commentary 

surrounding everyday life, history and collective 

memory. He received a BA in Philosophy from 

St. Pius X Seminary, a BA Fine Arts in Visual 

Communications, and MA in Art Studies, both 

at the University of the Philippines. He initiated 

the Visayas Islands Visual Arts Exhibition 

and Conference (VIVA EXCON) in 1990, and 

co-founded Black Artists in Asia in 1986. He is 

currently the Artistic Director of Green Papaya 

Art Projects. He has been Juror’s Choice (1998) 

and a consistent finalist for the Philip Morris 

Philippines Art Award. He has exhibited in 

Norberto Roldan: Erehes (2015), wall installation with Catholic 

liturgical cape, fabric, beeswax and neon lighting. Courtesy of 

the artist and Silverlens Galleries. 

we‡kølY K‡ib| wZwb 
†Mvìw¯§_m, BDwbfvwm©wU 
Ad jÛb-Gi †m›Uvi 
di wimvP© AvwK©‡UKPvi 
†_‡K wcGBPwW wWMÖx 
AR©b K‡i‡Qb Ges 
nvDm †`i KvjUz‡ib 
†`i †fë-G `yÕeQi 
†gqv`x Gb‡_ªv‡cvwmb 
†cÖv‡R‡±i (2013-14) 
Ask wQ‡jb| wZwb Kj 
GÛ †imcÝ bvgK GKwU 
jÛb-‡Kw›`ªK kã wkí 
ms¯’vi mn-cÖwZôvZv| Zvi 
mv¤cÖwZK cÖ`k©bx¸wji 
g‡a¨ Av‡Q Am‡jv 
AvwK©‡UKPvi UªvB‡qwbqvj 
(2016); `v wKD‡qbKv 
we‡qbv‡j (2014) Ges 
`v ZvB‡cB we‡qbv‡j 
(2012)| 

DB‡qb wUªbn w_
(Rb¥. 1973 mvj; 
eZ©gv‡b wf‡qZbv‡gi 
nv‡bvq-G emevmiZ Ges 
Kg©iZ)

DB‡qb wUªbn w_ GKRb nv‡bvq-wfwËK ¯^vaxb 
Pjw”PÎ wbg©vZv Ges wfwWI/wgwWqv AvwU©÷| Zvi 
ˆewPÎ¨c~Y© PP©v avivevwnKfv‡e AÁvZ‡K D‡b¥vwPZ 
Ki‡Z ¯§„wZi f‚wgKv, ¯’vbPy¨Z wKsev fzjfv‡e 
e¨vL¨v Kiv BwZnvm wb‡q AbymÜvb Pvwj‡q‡Q Ges 
wf‡qZbv‡gi mgv‡R wkíx‡`i f‚wgKv‡K wbix¶Y 
K‡i P‡j‡Q| DB‡qb hy³iv‡óª mvsevw`KZv, 
d‡UvMÖvwd, AvšÍR©vwZK m¤cK© Ges G_‡bvMÖvwdK 
Pjw”PÎ wb‡q cov‡kvbv K‡i‡Qb| Zvi wbg©vY 
Kiv Pjw”PÎ Ges wfwWI AvU©¸wj wewfbœ Drme 
Ges AvšÍR©vwZK wkí cÖ`k©bx‡Z cÖ`wk©Z n‡q‡Q, 
†hgb `v RvKvZ©v we‡qbv‡j (2013); `v wm½vcyi 
we‡qbv‡j(2013); `v dzKzIKv Gwkqvb AvU© 

Nontawat Numbenchapol: Green Canvas Doi Army Combat 

Boots (2018),  Photographic prints.  Courtesy of the artist.  
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Sunshower: Contemporary Art from Southeast 

Asia 1980s to Now, National Art Centre Tokyo 

and Mori Art Museum (2017); No Country: 

Contemporary Art For South/Southeast Asia, 

Solomon R Guggenheim Museum (2012); New 

Art from Southeast Asia 1992, Fukuoka Asian 

Art Museum (1992); and recently held a solo 

exhibition Rituals of Invasion and Resistance, at 

the Vargas Museum, in 

the Philippines (2017).

PAUL PFEIFFER 
(b. 1966 in Honolulu, Hawaii, 

lives and works, New York, 

USA)

Paul Pfeiffer works in 

video, sculpture, and 

photography, using 

recent computer 

technologies to dissect 

the role that mass 

media plays in shaping consciousness. Several 

of Pfeiffer’s sculptures include eerie, computer-

generated recreations of props from Hollywood 

thrillers—such as Poltergeist—and miniature 

dioramas of sets from films that include The 

Exorcist and The Amityville Horror. His video 

work has often focused on professional sports 

events where the bodies of the players are 

removed from the games, shifting the viewer’s 

focus to the spectators, sports equipment, or 

trophies won. He attended Hunter College and 

the Whitney Independent Study Programme. 

Pfeiffer has been the inaugural recipient of 

the Bucksbaum Award, given by the Whitney 

Museum of American Art (2000), and was an 

artist-in-residence at Massachusetts Institute of 

Technology (2002). He has been the subject of 

retrospectives at the Massachusetts Institute 

of Technology’s, List Visual Arts Center 

(2003); the Museum of Contemporary Art, 

UªvB‡qwbqvj (2014); `v wjqb we‡qbv‡j (2015); 
Gwkqvb AvU© evB‡qwbqvj, ZvBIqvb (2015) Ges 
Ry¨ †` c¨g, c¨vwim (ZvwiL?); wmGwcwm gy¨‡R 
`ÕAvZ© K‡šÍ‡¤cv‡iBb †` ‡eu¨v`y; I‡einvD‡Rb 
B›Uvib¨vkbvj wdj¥ †dw÷fvj (ZvwiL?); e¨vsKK 
G·‡cwi‡g›Uvj wdj¥ †dw÷fvj (ZvwiL?); AvwU©÷ 
wdj¥m B›Uvib¨vkbvj (ZvwiL?); †Wb d«vB †m›Uvi 
Ad K‡›U‡¤cvivwi AvU©, †Kv‡cb‡n‡Mb (ZvwiL?)| 

DB‡qb nv‡bvq WKj¨ve-
Gi cÖwZôvZv Ges 
cwiPvjK, hv Z_¨wPÎ 
Ges gywfs B‡gR AvU©-
Gi ¯^vaxb †K›`ª wn‡m‡e 
2009 mvj †_‡K KvR 
K‡i P‡j‡Q| 

†bvbUvIqvZ 
by‡¤^bPv‡cvj
(Rb¥. 1983 mvj, 
e¨vsKK; eZ©gv‡b 

_vBj¨v‡Ûi e¨vsK‡K emevmiZ Ges Kg©iZ)
†bvbUvIqvZ by‡¤^bPv‡cvj GKRb Z_¨wPÎ wbg©vZv| 
Zvi KvR¸wj †¯c‡mi b¨v‡iwU‡fi g‡a¨ wdKwUf 
Ges cv‡m©vbvj‡K AbymÜvb K‡i| Zvi cÖ_g 
Z_¨wPÎ DBqv‡Wª©v‡mvdvi Iqvì©-G GK`j _vB 
†¯‹BU‡evW©v‡`i Avievb †bwf‡Mkb we‡køwlZ n‡q‡Q, 
Ges Zvi wØZxq wbg©vY evDÛvwi-‡Z D‡V G‡m‡Q 
_vBj¨vÛ-K‡¤^vwWqvi mxgvšÍ we‡iva PjvKvjxb 
mg‡q wcÖqvn wfwnqvi gw›`‡ii wbKUeZ©x MÖv‡g evm 
Kiv m¤cÖ`vqfz³ gvbyl‡`i K_v| †bvbUvIqvZ 
iv½wmU wek¦we`¨vj‡qi PviæKjv Abyl‡`i wfRyqvj 
KwgDwb‡Kkb wWRvBb wefvM †_‡K cov‡kvbv †kl 
K‡i‡Qb| Zvi wbg©vY Kiv Pjw”PÎ¸wj e¨vsKK 
G·‡cwi‡g›Uvj wdj¥ †dw÷fvj GÛ Iqvì© wdj¥ 
†dw÷fvj, e¨vsKK; `v eymvb B›Uvib¨vkbvj wdj¥ 
†dw÷fvj Ges evwj©b B›Uvib¨vkbvj wdj¥ †dw÷fvj 
mn Ab¨vb¨ Drm‡e cÖ`wk©Z n‡q‡Q| 
†bvi‡e‡Z©v †iv‡jv`vb
(Rb¥. 1953 mvj, ev‡Kv‡jvW; eZ©gv‡b wdwjcvB‡bi 
g¨vwbjvq emevmiZ Ges Kg©iZ)

Paul Pfeiffer: Incarnator.02, (2018), film still. Courtesy of the 

artist and Bellas Artes Projects, Philippines.
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Chicago (2003); and the Sammlung Goetz, 

Munich (2011). His selected solo exhibitions 

include: Paul Pfeiffer: Screen Series, Museum 

of Contemporary Art Chicago, Chicago (2017); 

Vitruvian Figure, Museum of Contemporary 

Art and Design, Manila (2015);and The Saints, 

Thyssen Bornemisza Art Contemporary at 

Kunstzone Karlsplatz Technische (2008).  He 

has also participated in I want! I want!: Art and 

Technology, Birmingham Museum, Birmingham 

(2017); Collecting Biennials, The Whitney, New 

York (2010); Time Frame, P.S.1 Contemporary 

Art Center, New York (2006); and the  49th 

Venice Biennale, Venice (2001). His work 

is included in the collections of the Museo 

d´arte contemporanea Castello di Rivoli, Turin, 

Italy; Museum of Contemporary Art Chicago, 

Chicago; Solomon R. Guggenheim Museum, 

New York; Broad Contemporary Art Museum, 

Santa Monica, California; and the Hirshhorn 

Museum and Sculpture Garden, Washington.

PRANEET SOI 
(b. 1971 in Kolkata, lives and works, Amsterdam and Kolkata)

Praneet Soi’s work spans painting, installation 

and video. He engages with traditions of 

craftsmanship, which he brings to an interface 

with narratives of conflict and nationhood. 

His practice investigates the politics of labour, 

and has a keen interest in the archival, and the 

production and circulation of images in the 

mass media.  He completed his BA and MA 

Painting at the Faculty of Fine Arts, Maharajah 

Sayajirao University of Baroda, and received 

his second MA in Visual Arts at the University 

of California at San Diego date. He has had 

solo exhibitions at the Bhau Daji Lad Museum, 

Mumbai (2017) and at the project space of 

the Van Abbe Museum, Eindhoven (2016). He 

has participated in the Kochi-Muziris Biennale 

†bvi‡e‡Z©v †iv‡jv`vb Ggb GK wkíx hvi PP©vi g~j 
†cÖvw_Z Av‡Q ˆ`bw›`b Rxeb, BwZnvm Ges mgwóMZ 
¯§„wZ‡K wN‡i _vKv mvgvwRK, ivR‰bwZK Ges mvs¯‹…
wZK wee„wZ‡Z| wZwb †mB›U beg wcqvm †mwgbvwi 
†_‡K `k©‡b weG, wdwjcvBb wek¦we`¨vjq †_‡K 
wfRyqvj KwgDwb‡Kk‡b weG dvBb AvU©m Ges AvU© 
÷vwWR wel‡q GgG wWMÖx jvf K‡i‡Qb| †bvi‡e‡Z©v 
1990 mv‡j wfmvqvm AvBj¨vÛm wfRy¨‡qj AvU©m 
Gw·wekb GÛ Kbdv‡iÝ (wffv G·Kb)-Gi ïiæ 
K‡iwQ‡jb Ges 1986 mv‡j †hŠ_fv‡e cÖwZôv 
K‡i‡Qb eø¨vK AvwU©÷m Bb Gwkqv| wZwb eZ©gv‡b 
MÖxb cvcvqv AvU© †cÖv‡R‡±i AvwU©w÷K cwiPvjK 
wn‡m‡e f‚wgKv cvjb Ki‡Qb| 1998 mv‡j wZwb 
Ry‡iviÕm P‡qR wbe©vwPZ n‡qwQ‡jb Ges wdwjc 
gwim wdwjcvBb AvU© GIqv‡W©i P‚ovšÍ ch©v‡qi wkíx 
wn‡m‡e avivevwnKZv eRvq †i‡L P‡j‡Qb| Zvi 
AskMÖnY Kiv cÖ`k©bx¸wji g‡a¨ Av‡Q mvbmvIqvi: 
K‡›U‡¤cvivwi AvU© d«g mvD_B÷ Gwkqv 1980Õm 
Uz bvI, b¨vkbvj AvU© †m›Uvi di †UvwKI Ges †gvwi 
AvU© wgDwRqvg (2017); †bv Kvw›Uª: K‡›U‡¤cvivwi 
AvU© di mvD_/mvD_B÷ Gwkqv, m‡jvgb Avi 
¸‡MbnvBg wgDwRqvg (2012); wbD AvU© d«g mvD_
B÷ Gwkqv 1992, dzKzIKv Gwkqvb AvU© wgDwRqvg 
(1992) Ges m¤cÖwZ Av‡qvwRZ GKK cÖ`k©bxwU 
n‡”Q wiPzqvjm Ad Bbf¨vkb GÛ †iwm÷¨vÝ 
(2017), fviMvm wgDwRqvg, wdwjcvBb| 

cj †dBdvi 
(Rb¥. 1966 mvj, nbyjyjy, nvIqvB; eZ©gv‡b 
hy³iv‡óªi wbD Bq‡K© emevmiZ Ges Kg©iZ)
cj †dBdvi wfwWI, fv¯‹h© Ges Av‡jvKwPÎ wb‡q 
KvR K‡ib, Ges mv¤cÖwZK mg‡qi Kw¤cDUvi 
cÖhyw³ e¨envi K‡i m‡PZbZv‡K iƒc`v‡bi †¶‡Î 
MYgva¨‡gi f‚wgKv‡K e¨e‡”Q` K‡ib| †dBdv‡ii 
†ek wKQz fv¯‹‡h© nwjD‡Wi wewfbœ w_ªjvi wm‡bgv 
(‡hgb †cvëviMvB÷) †_‡K †bIqv fxwZcÖ`, 
Kw¤cDUv‡ii mvnv‡h¨ bZzb K‡i evbv‡bv cÖc- Ges 
`v G·iwm÷ I `v A¨vwgwUwfj nii-Gi g‡Zv 
wm‡bgvi †m‡Ui wgwb‡qPvi Wv‡qvivgv e¨eüZ 
n‡q‡Q| Zvi wfwWI gva¨‡gi KvR¸wj cÖvqkB 
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Praneet Soi: Srinagar Archive (2016), detail 100 papier-mache 

tiles, acrylic and gouache, UV matt varnish. Courtesy of the 

artist and experimenter, Kolkata. 

(2016); the Singapore Biennale (2011) and la 

Biennale de Venezia, Venice (2011).  His work 

is included in the collections of the Van Abbe 

Museum, Eindhoven; the Kiran Nadar Museum 

of Art, New Delhi; 

The Irish Museum of 

Modern Art in Dublin; 

and the Stedelijk 

Museum, Amsterdam.

RASHID 
CHOUDHURY
(b. 1932, Faridpur, British 

India, d. in 1986, in Dhaka, 

Bangladesh)

Rashid Choudhury 

was painter, sculptor, 

writer and translator, 

who was significant 

figure in Bangladeshi 

modernism. He is 

known for his idiomatic 

paintings on jute and 

tapestries, where he 

deftly fuses a Western modernist approach 

with local craft traditions. Choudhury studied 

at the Government Arts and Crafts College of 

Dhaka (1950-54), and later went to Madrid on 

a scholarship, where he studied at the Central 

Escuela des Belles Artes de San Fernando, 

(1956-57). In 1960, he obtained a French 

Government scholarship to study at Ecole 

National des Beaux Arts, Paris and at the Julien 

Rivierra’s studio (1960-64) where he worked with 

Marc Chagall and Jean Lurcat. He has exhibited 

widely, both nationally and internationally, and 

his work has been included Contemporary 

Arts of Bangladesh, Calcutta, Mumbai and New 

Delhi (1974); the 5th Tehran Biennale (1966), 

and Nine East Pakistani Painters, Washington 

DC (1957) among other. He was awarded the 

Ekushey Padak in 1977. 

†ckv`vix †Ljvi Av‡qvRb‡K DcRxe¨ K‡i, †hLv‡b 
†L‡jvqvi‡`i mwi‡q w`‡q gb‡hvM ¯’vbvšÍwiZ nq 
`k©K, †Ljvi mvgMÖx wKsev Uªwdi Ici| cj nv›Uvi 
K‡jR Ges ûBUwb BwÛ‡c‡Û›U ÷vwW †cÖvMÖvg-G 

cov‡kvbv K‡i‡Qb| 
2000 mv‡j wZwb 
ûBUwb wgDwRqvg Ad 
Av‡gwiKvb AvU© cÖ`Ë 
evKmevDK cyi®‹v‡ii 
me©cÖ_g we‡RZv 
n‡qwQ‡jb Ges 2002 
mv‡j wZwb g¨vmvPz‡mUm 
BÝwUwUDU Ad 
†UK‡bvjwR-i AvwU©÷-
Bb-‡iwm‡WÝ wQ‡jb| 
GQvovI c‡ji Ici 
K‡qKwU †i‡Uªv‡¯cKwUf 
wbwg©Z n‡q‡Q, †h¸wji 
g‡a¨ g¨vmvPz‡mUm Ad 
†UK‡bvjwR-i wj÷ 
wfRyqvj AvU©m †mšÍvi 
(2003); `v wgDwRqvg 
Ad K‡›U‡¤cvivwi AvU©, 

wkKv‡Mv (2003) Ges `v mvgjys †M¨v‡U, wgDwbL 
(2011) Ab¨Zg| Zvi wbe©vwPZ GKK cÖ`k©bxi g‡a¨ 
i‡q‡Q: cj †dBdvi: w¯Œb wmwiR, wgDwRqvg Ad 
K‡›U‡¤cvivwi AvU©, wkKv‡Mv (2017); wfUªywfqvb 
wdMvi, wgDwRqvg Ad K‡›U‡¤cvivwi AvU© GÛ 
wWRvBb, g¨vwbjv (2015) Ges `v †mB›Um, _vB‡mb 
†ev‡b©wgmRv AvU© K‡›U‡¤cvivwi, Kzb÷‡Rvb 
Kvj©cøvUR †UKwb‡k (2008)| GQvovI wZwb 
AvB Iqv›U! AvB Iqv›U!: AvU© GÛ †UK‡bvjwR, 
evwg©snvg wgDwRqvg, evwg©snvg (2017); Kv‡jw±s 
evB‡qwbqvjm, `v ûBUwb, wbD BqK© (2010); UvBg 
†d«g, wc.Gm. 1 K‡›U‡¤cvivwi AvU© †m›Uvi, wbD 
BqK© (2006) Ges 49Zg †fwbm we‡qbv‡j, †fwbm 
(2001)| c‡ji wewfbœ KvR wgDwRI wWÕAv‡U© 
K‡›U‡¤cvivwbqv Kv‡÷‡jv w` wi‡fvwj, Zzwib, 
BZvwj; wgDwRqvg Ad K‡›U‡¤cvivwi AvU© wkKv‡Mv, 
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SAWANGWONGSE YAWNGHWE 
(b. 1971 in Shan State, lives and works, Berlin, Germany; 

Amsterdam, Netherlands; and Chiang Mai)

Sawangwongse Yawnghwe’s work revolves 

around painting and installation. Dealing with 

the (often-fictional, or fictionalised) archive, 

it critiques the ethno-centric nationalism 

of Myanmar. He studied at the Emily Carr 

University of Art and Design and Concordia 

University Yawnghwe, and co-founded the 

Museum of Modern Art Panzano in 2007. 

Yawngwhe’s work was featured in Exit 

(Fondazione Sandretto de Rebaudengo, Turin, 

2002) and Teatro Della Memoria, a collateral 

event of the 53rd Venice Biennale (2009). 

Yawnghwe participated in Dak’Art (2016); the 

Frontier Imaginaries in Jerusalem Show (2016) 

and Kamarado/SMBA/Clark House Initiative 

(2015).

wkKv‡Mv; m‡jvgb Avi. ¸‡MbnvBg wgDwRqvg, 
wbD BqK©; eªW K‡›U‡¤cvivwi AvU© wgDRqvg, mvšÍv 
gwbKv, K¨vwj‡dvwb©qv Ges wnknb© wgDwRqvg GÛ 
¯‹víPvi Mv‡W©b, IqvwksU‡b iw¶Z Av‡Q| 

ikx` †PŠayix
(Rb¥. 1932 mvj, dwi`cyi, ZrKvjxb weªwUk fviZ; 
g„Zz¨. 1986 mvj, XvKv, evsjv‡`k) 
ikx` †PŠayix evsjv‡`wk AvaywbKZvi †cÖw¶‡Z 
GKRb ¸iæZ¡c~Y© e¨w³Z¡, whwb GKvav‡i wPÎwkíx, 
fv¯‹i, †jLK Ges Abyev`K wQ‡jb| wZwb cv‡Ui 
Ici fvee¨ÄK wPÎKg© Ges U¨v‡cw÷ªi Rb¨ 
mycwiwPZ wQ‡jb, †h¸wj‡Z wZwb ¯’vbxq wkí 
HwZ‡n¨i mv‡_ cwðgv AvaywbKZvi my`¶ wg‡kj 
NwU‡qwQ‡jb| ikx` †PŠayix Mf: AvU©m GÛ µvdUm 
K‡jR Ad XvKv (1950-54)-‡Z cov‡kvbv 
K‡iwQ‡jb| cieZ©xKv‡j e„wË wb‡q gvw`ª‡`i †m›Uªvj 
G¯‹z‡qjv †`m †e‡jm Av‡U©m †` mvb †db©v‡›`v 
(1956-57)-‡ZI cov‡kvbv K‡iwQ‡jb| 1960 
mv‡j, wZwb divwm miKv‡ii c¶ †_‡K e„wË wb‡q 
c¨vwi‡mi B‡Kvj b¨vkbvj †`m ey¨ AvU©m-G covi 
my‡hvM jvf K‡ib, †hLv‡b gvK© k¨vMvj Ges R¨ 

Rashid Chowdhury, Untitled (1985). Textile. Courtesy of the 

Samdani Art Foundation. 

Sawangwongse Yawnghwe:  There were light bulbs so we could 

see them  (2017), oil on paper. Courtesy of the artist. 
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Sheela Gowda, If you Saw Desire 2015, fabric, dimensions variable. 

Courtesy of the artist and Para Site, Hong Kong.

SHEELA GOWDA 
(b. 1957 in Bhadravati, Karnataka, lives and works, Bangalore, 

India)

Sheela Gowda’s current practice incorporates 

sculpture, installation, and photography. She 

is known for her politically charged, often 

feminist installations, where she uses materials 

such as cow-dung, and rope, alongside found 

objects, to engage with the questions of labour 

and presence. Gowda has had numerous 

solo exhibitions, including at Para Site, Hong 

Kong (2015); and Open Eye Policy, Van 

Abbemuseum, Eindhoven, Netherlands (2013). 

She has also participated in group exhibitions, 

Soils and Stones, Souls and Songs, Museum 

of Contemporary Art and Design (MCAD), 

Manila (2016), which 

toured to Para Site, 

Hong Kong and 

Jim Thompson Art 

Center, Thailand 

(2017); Paris-Delhi-

Bombay, Centre 

Pompidou, Paris 

(2011); Making 

Worlds, Venice 

Biennale (2009); 

and documenta 

12 (2007). Her 

work is included 

in the collections of Tate, UK; the Guggenheim 

Museum, New York; and the Walker Art Centre, 

Minneapolis, USA. In 2014, she was a finalist for 

the Hugo Boss Prize.

SHEELASHA RAJBHANDARI 
(b. 1988, Kathmandu, lives and works, Kathmandu, Nepal)

Sheelasha Rajbhandari’s multimedia installations 

explore Nepal’s socio-cultural history, 

contradictions in contemporary and traditional 

lifestyle, personal-collective memory. Her 

jy¨K©v‡Zi m‡½ KvR K‡iwQ‡jb| RvZxq Ges 
AvšÍR©vwZK, Dfq ch©v‡qB Zvi wkíKg© e¨vcKfv‡e 
cÖ`wk©Z n‡qwQj Ges Zvi wewfbœ m„wó K‡›U‡¤cvivwi 
AvU©m Ad evsjv‡`k, KjKvZv, gy¤^vB Ges bqv w`jøx 
(1974); 5g †Znivb we‡qbv‡j (1966) Ges bvBb 
B÷ cvwK¯Ívwb †cB›Uvim, IqvwksUb wWwm (1957)-
G ¯’vb †c‡qwQj| ikx` †PŠayix 1977 mv‡j GKz‡k 
c`‡K f‚wlZ n‡qwQ‡jb| 

mvIqvOIs‡m BqvOn¨‡q
(Rb¥. 1971 mvj, kvb †÷U; eZ©gv‡b Rvg©vwbi 
evwj©b, †b`vij¨v‡Ûi Avg÷viWvg Ges wPqvs gvB-G 
emevmiZ Ges Kg©iZ)
mvIqvOIs‡m BqvOn¨‡q wkím„wó AvewZ©Z nq 
g~jZ wPÎKjv Ges BÝU‡jkb‡K wN‡i| AvK©vBf 

(wdKkb ev wdKk‡b 
iƒcvšÍZwiZ Kiv) 
wb‡q Kv‡Ri 
g‡a¨ w`‡q wZwb 
wgqvbgv‡ii 
b„‡Mvôx-‡Kw›`ªK 
RvZxqZvev‡`i 
mgv‡jvPbv K‡ib| 
wZwb Gwgwj Kvi 
BDwbfvwm©wU Ad AvU© 
GÛ wWRvBb Ges 
KbKwW©qv BDwbfvwm©wU 
BqvOn¨‡q-‡Z 
cov‡kvbv K‡i‡Qb| 
2007 mv‡j †hŠ_ 

D‡`¨v‡M cÖwZôv K‡i‡Qb wgDwRqvg Ad gWvb© 
AvU© cvÄv‡bv| BqvOn¨‡qi wkíKg©¸wj Gw·U 
(dÛvwRq‡b mv‡›`ª‡Ëv †` †ievD‡W‡½v, Zzwib, 
2002) Ges wZqv‡Îv †`jøv †g‡gvwiqv-‡Z, hv 
53Zg †fwbm we‡qbv‡j (2009)-Gi mgvšÍivj 
GKwU Drme| BqvOn¨‡q WvKÕAvU© (2016), `v 
d«w›Uqvi BgvwRbvwiR Bb †RiæRv‡jg †kv (2016) 
Ges Kvgviv‡Wv/GmGgweG/K¬vK© nvDR Bwbwk‡qwUf 
(2015)-GI AskMÖnY K‡i‡Qb| 



304

art works are based on research, tangible 

and intangible skills and practices and oral 

history. In 2014, she was nominated for the 

Signature Art Prize 2014, Asia Pacific Breweries 

Foundation, Singapore. She has held a solo 

exhibition, In-Between Uncommon Factors, 

Nepal Art Council, Kathmandu (2010); and has 

exhibited in the Kathmandu Triennale (2017); 

Asia Contemporary 

Exhibition, Jeonbuk 

Mesuem, Korea (2016); 

and the 14th Asian Art 

Biennale, Dhaka (2010); 

She is a Co-Founder of 

Ar-Tree Nepal in 2013. 

SIMON SOON  
(b.1985; lives and works, Kuala 

Lumpur, Malaysia)

Simon Soon is a 

researcher and Senior 

Lecturer in the Cultural 

Centre, University of 

Malaya. His broader 

areas of interest 

include comparative 

modernities in the art, 

urban histories, history 

of photography and 

art historiography. He 

has written on various 

topics related to 20th-

century art across Asia and occasionally curates 

exhibitions, most recently Love Me in My Batik: 

Modern Batik Art from Malaysia and Beyond. 

He is also an editorial member of Southeast of 

Now: Directions in Contemporary and Modern 

Art in Asia, and a team member at the Malaysia 

Design Archive, a repository and research 

platform on visual cultures of the 20th century.  

Soon’s presentation is realised in collaboration 

kxjv ‡MŠov 
(Rb¥. 1957 mvj, f`ªfvwU, KY©vUK; eZ©gv‡b 
fvi‡Zi e¨v½vjyiæ‡Z emevmiZ Ges Kg©iZ)
kxjv ‡MŠov eZ©gv‡b fv¯‹h©, BÝU‡jkb Ges 
Av‡jvKwPÎ wb‡q PP©v K‡ib| wZwb Zvi Zxeª 
ivR‰bwZK, cÖvqkB bvixev`x BÝU‡jk‡bi Rb¨ 
mycwiwPZ, †h¸wji g‡a¨ Kzwo‡q cvIqv e¯‘i 

cvkvcvwk †Mvei Ges `wo 
RvZxq Dcv`vb e¨envi 
K‡ib kªg Ges Dcw¯’wZi 
welq¸wj‡K mvg‡b 
Avb‡Z| ‡MŠov AmsL¨ 
GKK cÖ`k©bx K‡i‡Qb, 
†h¸wji g‡a¨ Av‡Q c¨viv 
mvBU, nsKs (2015) 
Ges I‡cb AvB cwjwm, 
f¨vb Av‡ewgDwRqvg, 
B‡›`v‡fb, †b`vij¨vÛm 
(2013)| GQvovI wZwb 
†hme `jxq cÖ`k©bx‡Z 
Ask wb‡q‡Q Zvi g‡a¨ 
Av‡Q m‡qjm Ges 
†÷vbm, †mvjm GÛ 
msm, wgDwRqvg Ad 
K‡›U‡¤cvivwi AvU© GÛ 
wWRvBb (GgwmGwW), 
g¨vwbjv (2016), 
hv cieZ©x‡Z c¨viv 
mvBU, nsKs Ges `v 
wRg _¤cmb AvU© 
†m›Uvi, _vBj¨v‡Û 

(2017) ¯’vbvšÍwiZ n‡q‡Q; c¨vwim-w`jøx-†ev‡¤^, 
†m›Uvi cw¤c‡WvD, c¨vwim (2011); †gBwKs 
Iqvì©m, †fwbm we‡qbv‡j (2009) Ges WKz‡g›Uv 
12 (2007)| Zvi wkíKg© hy³iv‡R¨i Zv‡Z; 
wbD Bq‡K©i `v ¸‡MbnvBg wgDwRqvg Ges 
wgwbqv‡cvwj‡mi `v IqvKvi AvU© †m›Uv‡ii msMÖ‡n 
AšÍf©z³ n‡q‡Q| 2014 mv‡j MDWv û‡Mv em 
cyi®‹v‡ii dvBbvwj÷ wQ‡jb| 

Sheelasha Rajbjandari: My great-great-grandmother’s shawl 

(2017), photographs and recreated handprinted muslin damber 

kumari shawl, clothing tags, counterfeited clothing tags.  Image 

courtesy of the artist.
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Simon Soon with RJ Camacho and Celestine Fadul: King 

Kalakaua’s Hawaiian Travels (2018). Courtesy of Bellas Artes 

Projects, the Philippines. 

with RJ Camacho and Celestine Fadul at Bellas 

Artes Projects, Philippines.  

SIMRYN GILL 
(b. 1959, Singapore, lives and 

works, Sydney, Australia and 

Port Dickson, Malaysia)

Simryn Gill works 

with a range of media 

including photography, 

sculpture, making 

collections, writing 

and drawing. Her work 

could be described as 

a sorting of the residue 

of her immediate 

environments, making 

archives and records of 

the unstable meanings 

of things such as 

objects, images, language or actions. Working 

with simple materials, Gill translates and 

expands the elusive qualities of her local places 

and her habitation of them. Gill represented 

Australia at the 55th 

Venice Biennale (2013). 

She has exhibited at 

the Lund Konsthall 

(2017); the Dhaka Art 

Summit (2016); and 

documenta 12 (2007) 

and 13 (2012) and 

many other leading 

institutions. Her work 

is in the collections 

of the Solomon R. 

Guggenheim Museum, 

New York City; 

Museum of Modern 

Art, New York City; 

San Francisco Museum 

kxjvmv ivRfvÛvwi
(Rb¥. 1988 mvj, KvVgyÛz; eZ©gv‡b †bcv‡ji 

KvVgyÛz‡Z emevmiZ Ges 
Kg©iZ)
kxjvmv ivRfvÛvwiÕi 
gvwëwgwWqv 
BÝU‡jkb¸wj †bcv‡ji 
mvgvwRK Ges mvs¯‹…
wZK BwZnvm, mgmvgwqK 
I cÖ_vMZ RxebhvÎvi 
ga¨Kvi ˆecixZ¨, Ges 
e¨w³MZ-mgwóMZ 
¯§„wZ‡K wbix¶Y K‡i| 
Zvi KvR¸wj M‡elYv, 
ev¯Íe Ges Aaiv `¶Zv 
I PP©v Ges K_¨ BwZnvm 
wbf©i| 2014 mv‡j, 
wZwb Gwkqv †cwmwdK 

eªæqvwiR dvD‡Ûk‡bi wmM‡bPvi AvU© cyi®‹v‡ii Rb¨ 
g‡bvwbZ n‡qwQ‡jb| GQvovI wZwb KvVgyÛzi †bcvj 
AvU© KvDwmÝ-G Bb-weUzBb AvbKgb d¨v±im kxl©K 
GKK cÖ`k©bx K‡iwQ‡jb Ges Ask wb‡q‡Qb `v 

KvVgvÛz UªvB‡qwbqvj 
(2017); Gwkqv 
K‡›U‡¤cvivwi Gw·wekb, 
†RIbeyK wgDwRqvj, 
†Kvwiqv (2016) Ges 
14Zg Gwkqvb AvU© 
we‡qbv‡j, XvKv (2010)-
G| 2013 mv‡j cÖwZwôZ 
Avi-wÎ †bcvj-Gi 
GKRb mncÖwZôvZv| 

mvqgb myb
(Rb¥. 1985 mvj; 
eZ©gv‡b Kzqvjvjvgcy‡i 
emevmiZ Ges Kg©iZ)
mvqgb myb gvjq 
wek¦we`¨vj‡qi KvjPvivj 

Simryn Gill: From the series, Sweet Chariot (2015/2016), gelatine 

silver prints of photographs taken on the Straits of Malacca 

from a fishing boat.  Image courtesy of the artist.  From the 

series, Pressing In (2016), relief prints from timber washed out 

of the sea; ledger paper. Courtesy of the artist and Jhaveri 

Contemporary, Mumbai. 
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of Modern Art, San Francisco; Tate, London; 

Art Gallery of New South Wales, Sydney; 

Queensland Art Gallery & Gallery of Modern 

Art, Brisbane

SU YU-HSIEN 
(b. 1982, Tainan, lives and works, Tainan, Taiwan) 

Su Yu-Hsien’s work often addresses the 

underrepresented in society, culture, and 

history, and the possibilities of empowerment 

through whimsy. He studied at the Graduate 

Institute of Plastic Arts, Tainan National 

University of the Arts.  In 2011 his works were 

presented at the Heard and the Unheard-

Soundscape Taiwan at the Taiwan Pavilion at 

the 54th Venice Biennale. He has exhibited his 

work in A Disappearing Act: Su Yu Hsien and 

Cici Wu, Asia Art Archive, (2017); Gestures and 

Archives of the Present, Genealogies of the 

Future, Taipei Biennial (2016); Mediacity Seoul, 

SeMA Biennale, Seoul Museum of Art (2014); 

and Today of Taiwanese Art, Changwon, South 

Korea, (2010). He also curated Paradigm Shift: 

the Moment of 

Taiwan New 

Generation Arts, 

798 Art Zone, 

Beijing (2007); 

CO Q-Young 

Taiwanese Artist 

from Nobody 

Collection, 

Kuandu Museum 

of Fine Arts, 

Taipei National 

University of the 

Arts (2008); and 

Oopject, TKG+, Taipei (2010). In 2007, Su was 

awarded the the Kaohsiung Award and the 

Taipei Arts Award’s first prize; and the Annual 

†m›Uv‡ii GKRb wmwbqi †jKPvivi Ges M‡elK| 
Zvi we¯Í…Z AvMÖ‡ni cwiwai g‡a¨ Av‡Q wk‡í 
mgmvgwqK AvaywbKZ¡, kû‡i BwZnvm, Av‡jvKwP‡Îi 
BwZnvm Ges wk‡íi BwZnvm-iPbv| Gwkqvi wesk 
kZvãxi wkí msµvšÍ wewfbœ wel‡q wb‡q wZwb A‡bK 
†jLv‡jwL K‡i‡Qb Ges Kv‡jf‡`ª wKD‡ik‡bi 
KvRI K‡ib, †h¸wji g‡a¨ me‡P‡q mv¤cÖwZKwU 
n‡”Q jvf wg Bb gvB evwUK: gWvb©© evwUK AvU© d«g 
gvj‡qwkqv GÛ weqÛ| GQvovI myb mvD_B÷ Ad 
bvI: wW‡iKkbm Bb K‡›U‡¤cvivwi GÛ gWvb© AvU© 
Bb GwkqvÕi m¤cv`Kxq m`m¨ Ges gvj‡qwkqv 
wWRvBb AvK©vBf-Gi m`m¨, hv wek kZ‡Ki 
wfRy¨‡qj ms¯‹…wZi Ici M‡elYv Ges msMÖnag©x 
cø¨vUdg©| myb Avi‡R Kvgv‡Pv Ges †m‡jw÷b 
dv`y‡ji mv‡_ GK‡Î KvR Ki‡Qb| 

wmgwib wMj
(Rb¥. 1959 mvj, wm½vcyi; eZ©gv‡b A‡÷ªwjqvi 
wmWwb Ges gvj‡qwkqvi †cvU© wWKm‡b emevmiZ 
Ges Kg©iZ)
wmgwib wMj Av‡jvKwPÎ †_‡K ïiæ K‡i fv¯‹h©, 
msKjb ˆZwi, †jLv‡jwL Ges wPÎv¼b mn wewfbœ 
gva¨g wb‡q KvR K‡ib| Zvi wkíKg©¸wj‡K 

e¨vL¨v Kiv hvq 
Zvi Ae¨ewnZ 
cwi‡e‡ki 
Aat‡¶‡ci GK 
ai‡bi web¨vm 
wn‡m‡e, †hLv‡b 
e¯‘, wPÎ, fvlv ev 
wµqvi g‡Zv wewfbœ 
wRwb‡mi Aw¯’wZkxj 
A_©¸wj M„nxZ Ges 
msiw¶Z nq| 
mvaviY me Dcv`vb 
wb‡q KvR Kivi 
ga¨ w`‡q wMj Zvi 

¯’vbxq cÖwZ‡ek Ges †mme ¯’v‡b Zvi emwZi Aaiv 
ˆewkó¨¸wj‡K ¯’vbvšÍwiZ Ges we¯Í…Z K‡ib| wZwb 

Hua-Shan-Qiang (2013), video still, colour video with sound 21’47”.  Courtesy of 

the artist and TKG+.
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Grand Prize of Taishin Art Award in 2013.

TALOI HAVINI 
(b. 1981, Arawa, Autonomous Region of Bougainville, lives and 

works, Sydney)

Taloi Havini works in ceramics, photography, 

printmedia, video and mixed media 

installation. Her practice centres on the 

deconstruction of the politics of location, 

and the intergenerational transmission of 

indigenous knowledge systems. In her research, 

Taloi engages with living cultural practitioners, 

material collections 

and archives and often 

responds to these 

experiences and sites 

of investigation with 

experimental ceramic, 

print, photographic 

and video installations. 

Taloi holds a BA 

(Honours) from the 

Canberra School 

of Art, Australian 

National University. 

She has exhibited in 

The National: New 

Australian Art, Art 

Gallery of New South 

Wales, Sydney (2017); Soils and Stones, Souls 

and Songs, Museum of Contemporary Art and 

Design (MCAD), Manila (2016), which toured to 

Para Site, Hong Kong and the Jim Thompson 

Art Center, Thailand (2017); the 8th Asia 

Pacific Triennial of Contemporary Art (APT 8), 

Queensland Art Gallery| Gallery of Modern Art 

(2015); Primavera, Museum of Contemporary 

Art, Sydney (2015).  Her work is held in many 

public collections including the Queensland 

Art Gallery | Gallery of Modern Art; National 

55Zg †fwbm we‡qbv‡j (2013)-G A‡÷ªwjqvi 
cÖwZwbwaZ¡ K‡iwQ‡jb| GQvovI jvÛ KyÝ_vj 
(2017); `v XvKv AvU© mvwgU (2016); WKz‡g›Uv 
12 (2007) I 13 (2012) Ges AviI A‡bK †bZ…
¯’vbxq cÖwZôv‡b cÖ`k©bx K‡i‡Qb| Zvi wkíKg©¸wj 
`v m‡jvgb Avi. ¸M‡MbnvBg wgDwRqvg, wbD 
BqK© wmwU; wgDwRqvg Ad gWvb© AvU©, wbD BqK© 
wmwU; mvb d«vwÝm‡Kv wgDwRqvg Ad gWvb© AvU©, 
mvb d«vwÝm‡Kv; Zv‡Z, jÛb; AvU© M¨vjvwi Ad wbD 
mvD_ I‡qjm, wmWwb, KzBÝj¨vÛ AvU© M¨vjvwi GÛ 
M¨vjvix Ad gWvb© AvU©, weªm‡eb-Gi msMÖnkvjvq 

iw¶Z Av‡Q| 

my Bqy-wm‡qb
(Rb¥. 1982 mvj, 
ZvBbvb; eZ©gv‡b 
ZvBIqv‡bi ZvBbv‡b 
emevmiZ Ges Kg©iZ)
my Bqy-wm‡qb-Gi 
wkíKg©¸wj KvR cÖvqkB 
mgvR, ms¯‹…wZ Ges 
BwZnv‡m A‡c¶vK…Z 
Kg Av‡jvwPZ‡`i Ges 
GK iKg †Lqvjxcbvi 
gva¨‡g ¶gZvq‡bi 
m¤¢vebv‡K Zz‡j Av‡b| 
wZwb ZvBbvb b¨vkbvj 
BDwbfvwm©wU Ad AvU©‡mi 
Mª¨vRy‡qU BÝwUwUDU 

Ad cøvw÷K AvU©‡m cov‡kvbv K‡i‡Qb| 2011 
mv‡j Zvi KvR¸wj 54 Zg †fwbm we‡qbv‡j‡Z 
ZvBIqvb c¨v‡fwjq‡b AbywôZ nvW© GÛ AvbnvW©-
mvDÛ‡¯‹c ZvBIqvb-G cÖ`wk©Z n‡qwQj| GQvovI 
wZwb Av wWmGwcqvwis A¨v±: my Bqy wm‡qb GÛ wmwm 
D, Gwkqv AvU© AvK©vBf (2017); †RmPvim GÛ 
AvK©vBfm Ad †cÖ‡R›U, †R‡bqvjwRm Ad wdDPvi, 
†ZB‡cB evB‡qwbqvj (2016); wgwWqvwmwU wmIj, 
GmBGgG evB‡qwbqvj, wmIj wgDwRqvg Ad AvU© 
(2014) Ges Uz‡W Ad ZvBIqvwbR AvU©, P¨vsIb, 
`w¶Y †Kvwiqvq (2010) Zvi wkíK‡g©i cÖ`k©bx 

Taloi Havini: KAPKAPS (Pendents) from the Mysterious Isles of 

Melanesia (2015), Stoneware, copper and gold lustre. Courtesy 

of the artist and Andrew Baker. 
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Gallery of Victoria; and the Australian National 

University; among others.

THAN SOK 
(b. 1984 in Takeo, Cambodia; lives and works, Phnom Penh, 

Cambodia)

Than Sok investigates religious and spiritual 

beliefs, materials and rituals, through sculpture, 

installation, video and performance. Central 

questions include the inheritance of material 

cultures, concepts of exchange, karma and 

merit making, the social roles of monks and 

artists, and questioning power structures 

therein. Than graduated from Reyum Art 

School in 2005 and Reyum Workshop in 2007, 

Phnom Penh. His solo exhibitions include Klah 

Klok (2017), Promotion (2013) and The Halo 

of the Omnipresent Eye (2012), at the SA SA 

BASSAC, Phnom Penh. Select group exhibitions 

include SUNSHOWER: Contemporary Art 

from Southeast Asia 1980s to Today, Mori Art 

Museum, Toyko (2017); Haunted Threshholds, 

Spirituality in Contemporary Southeast Asia, 

Kunstverein Gottingham, Germany (2014); Sights 

and Sounds: Global Video Art, The Jewish 

Museum, NYC (2013). Than has been an artist in 

residence at San Art, HCMC (2014), Sa Sa Art 

Than Sok, Srei Bun: Installation of the clerical garments (cotton, 

chemical dye) (2016). Courtesy of the artist and MAIIAM 

Museum of Contemporary Art. Image Courtesy of Sa Sa 

Baasac, Cambodia. 

K‡i‡Qb| wm‡qb c¨vivwWwRg wkdU: `v †gv‡g›U 
Ad ZvBIqvb wbD †Rbv‡ikb AvU©m, 798 AvU© 
†Rvb, †eBwRs (2007); wmI wKD-Bqs ZvBIqvwbR 
AvwU©÷ d«g †bvewW Kv‡jKkb, Kzqv›`y wgDwRqvg 
Ad dvBb AvU©m, ZvB‡cB b¨vkbvj BDwbfvwm©wU 
Ad `v AvU©m (2008) Ges Ic‡R±, wU‡KwR+, 
ZvB‡cB (2010)-Gi Rb¨ wKD‡ik‡bi KvRI 
K‡i‡Qb| my 2007 mv‡j `v KvInwmDs GIqvW© 
Ges ZvB‡cB AvU©m GIqv‡W©i cÖ_g cyi®‹vi Ges 
2013 mv‡j ZvBwkb AvU© GIqv‡W©i A¨vbyqvj Mª¨vÛ 
cyi®‹vi jvf K‡ib| 

Uv‡jvq nvwfwb
(Rb¥. 1981 mvj, AvivIqv, A‡Uv‡bvgvm wiwRIb 
Ad †ev‡Mbwfj; eZ©gv‡b wmWwb‡Z emevmiZ Ges 
Kg©iZ)
Uv‡jvq nvwfwb PxbvgvwU, Av‡jvKwPÎ, wcÖ›UwgwWqv, 
wfwWI Ges wg·W wgwWqv BÝU‡jkb wb‡q 
KvR K‡ib| Zvi wkíPP©v Ae¯’v‡bi ivRbxwZi 
wWKÝUªvKkb Ges cÖRb¥všÍ‡i Avw`evmx Ávb 
KvVv‡gvi n¯ÍvšÍi‡K †K›`ª K‡i AvewZ©Z nq| 
Zvi M‡elYvi ga¨ w`‡q Uv‡jvq RxweZ ms¯‹…wZi 
PP©vKvix, wRwbmc‡Îi msMÖn I AvK©vBf wb‡q 
KvR K‡ib, Ges cÖvqkB GBme AwfÁZv I 
AbymÜv‡bi RvqMv¸wj‡K wbix¶vag©x PxbvgvwU, wcÖ›U, 
d‡UvMÖvwdK Ges wfwWI BÝU‡jk‡bi gva¨‡g Zz‡j 
a‡ib| Uv‡jvq A‡÷ªwjqvb b¨vkbvj BDwbfvwm©wUÕi 
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Projects, White Building, Phnom Penh (2014), 

Lower Manhattan Cultural Council, NYC (2013), 

S-AIR, Sapporo (2011), and Tokyo Wonder Site, 

Aoyama (2005). His work has been collected by 

the Singapore Art Museum and MAIIAM. 

THAO-
NGUYEN 
PHAN 
(born 1987 in Ho Chih Minh 

City; lives and works, Ho 

Chih Minh City)

Thao-Nguyen 

Phan employs 

painting, sculpture, 

performance and 

installation in her 

practice, which she 

uses to consider 

spaces of ambiguity 

in the narrations of 

history. Intensely 

research driven, she 

is interested in the archive, and in the politics 

of amnesia in social and cultural memory. She 

earned her Bachelor of Fine Arts at Lasalle 

College of Arts, Singapore (2009) and MFA in 

Painting and Drawing from the School of the 

Art Institute of Chicago, Chicago, USA (2013). 

She has held a solo exhibition Poetic Amnesia 

at The Factory Contemporary Art Center, Ho 

Chi Minh City, Vietnam (2017).  She has also 

exhibited in Anywhere but Here, Betonsalon, 

Paris, France (2016); Tầm Tã (Hành trình Viầt Nam 

Xanh) , Ha Noi Fine Arts University Museum, 

Hanoi, Vietnam (2014); Modern Love, Institute of 

Contemporary Arts Singapore (2014). She is a 

member of the Art Labor collective.

TREVOR YEUNG 
(b. 1988,  Guangdong Province, China, lives and works, Hong 

Kong)

K¨vb‡eiv ¯‹zj Ad AvU© †_‡K m¤§vbmn ¯œvZK 
m¤cbœ K‡i‡Qb| Zvi AskMÖnY Kiv cÖ`k©bxi g‡a¨ 
Av‡Q, `v b¨vkbvj: wbD A‡÷ªwjqvb AvU©, AvU© 
M¨vjvwi Ad wbD mvD_ I‡qjm, wmWwb (2017); 
m‡qjm GÛ †÷vbm, †mvjm GÛ msm, wgDwRqvg 
Ad K‡›U‡¤cvivwi AvU© GÛ wWRvBb (GgwmGwW), 

g¨vwbjv (2016), hv 
cieZ©x‡Z c¨viv mvBU, 
nsKs Ges `v wRg 
_¤cmb AvU© †m›Uvi, 
_vBj¨v‡Û ¯’vbvšÍwiZ 
n‡q‡Q; 8g Gwkqv 
†cwmwdK UªvB‡qwbqvj 
Ad K‡›U‡¤cvivwi 
AvU© (GwcwU 8), 
KzBÝj¨vÛ AvU© 
M¨vjvwi| M¨vjvwi Ad 
gWvb© AvU© (2015); 
wcÖgv‡fiv, wgDwRqvg 
Ad K‡›U‡¤cvivwi 
AvU©, wmWwb (2015)| 
Zvi wkíKg© KzBÝj¨vÛ 

AvU© M¨vjvwi| M¨vjvwi Ad gWvb© AvU©; b¨vkbvj 
M¨vjvwi Ad wf‡±vwiqv Ges `v A‡÷ªwjqvb b¨vkbvj 
BDwbfvwm©wU mn Ab¨vb¨ A‡bK cvewjK Kv‡jKk‡b 
iw¶Z Av‡Q| 

_vb †mvK
(Rb¥. 1984 mvj, Zv‡KI, K‡¤^vwWqv; eZ©gv‡b 
K‡¤^vwWqvq †c‡bvg †cb-G emevmiZ Ges Kg©iZ)
_vb †mvK fv¯‹h©, BÝU‡jkb, wfwWI Ges 
cvidig¨vÝ-Gi gva¨‡g ag©xq Ges Ava¨vwZ¥K 
wek¦vm, e¯‘ I AvPvi-Abyôvb wb‡q AbymÜvb 
Pvjvb| gyL¨ welq¸wji g‡a¨ Av‡Q e¯‘MZ ms¯‹…
wZi DËivwaKvi, wewbgq, Kg©dj Ges m`¸Y 
ˆZwii aviYv, mbœ¨vmx Ges wkíx‡`i mvgvwRK 
f‚wgKv Ges Gm‡ei †fZiKvi ¶gZvi KvVv‡gvi 
cÖwZ cÖkœ †Zvjv| _vb 2005 mv‡j †c‡bvg †cb-
Gi wiqyg AvU© ¯‹zj †_‡K Ges 2007 mv‡j wiqyg 
IqvK©kc †_‡K cov‡kvbv †kl K‡ib| Zvi GKK 

Phan Thao Nguyên: Voyages de Rhodes No. 

9. (2014-2017). Courtesy of the artist and the 

Factory Contemporary Art Centre, Saigon.
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Trevor Yeung’s practice uses botanic ecology, 

horticulture, photography and installations as 

metaphors that reference the emancipation 

of everyday aspirations towards human 

relationships. Yeung graduated from the 

Academy of Visual Arts at Hong Kong Baptist 

University in 2010. Yeung’s solo exhibition 

history includes: You think you are mimosa, 

Last Tango, Zurich (2017) and no pressure:), 

Gallery, Zürcher Hochschule der Künste, Zurich 

(2015).  He has 

also participated 

in exhibitions 

including: Soils and 

Stones, Souls and 

Songs, Museum 

of Contemporary 

Art and Design 

(MCAD), Manila 

(2016), which later 

toured to Para Site, 

Hong Kong and the 

Jim Thompson Art 

Center, Thailand 

(2017); Seal Pearl 

White Cloud at 

4A Centre for 

Contemporary 

Asian Art in 

Australia (2016), 

and the Shanghai 

Biennale, China 

(2014).  

TUGULDUR YONDONJAMTS 
(b. 1977, Ulaanbaatar, Mongolia, lives and works, Ulaanbaatar, 

Mongolia and New York, USA) 

cÖ`k©bxi g‡a¨ i‡q‡Q †c‡bvg †cb-Gi mvmv 
evmmv‡K Av‡qvwRZ K¬vn‡K¬vK (2017), †cÖv‡gvkb 
(2013) Ges `v nv‡jv Ad `v Igwb‡cÖ‡R›U AvB 
(2012)| wbe©vwPZ `jxq cÖ`k©bx g‡a¨ mvbmvIqvi: 
K‡›U‡¤cvivwi AvU©m d«g mvD_B÷ Gwkqv 1980Õm 
Uz bvI, b¨vkbvj AvU© †m›Uvi †UvwKI Ges †gvwi 
AvU© wgDwRqvg (2017); n‡›UW †_ªk‡nvìm, 
w¯cwiPzqvwjwU Bb K‡›U‡¤cvivwi mvD_B÷ Gwkqv, 
Kzb÷‡f‡iBb †MvwUsnvg, Rvg©vwb (2014); mvBUm 
GÛ mvDÛm: †Møvevj wfwWI AvU©, `v wRDBk 

wgDwRqvg, wbD BqK© 
(2013) Ab¨Zg| 
GQvovI wZwb mvb 
AvU©, GBPwmGgwm 
(2014); mv mv AvU© 
†cÖv‡R±m, †nvqvBU 
wewìs, †c‡bvg 
†cb (2014), 
†jvqvi g¨vbnvUb 
KvjPvivj KvDwÝj, 
wbD BqK© (2013), 
GmGAvBAvi, 
mv‡àv‡iv (2011) 
Ges †UvwKI IqvÛvi 
mvBU, AvIqvgv 
(2005)-Gi 
AvwU©÷-Bb-‡iwm‡WÝ 
wQ‡jb| Zvi wewfbœ 
KvR wm½vcyi AvU© 
wgDwRqvg Ges 
GgGAvBAvBGGg 
KZ©…K msM„nxZ 
n‡q‡Q|  

_vI-DB‡qb dvb
(Rb¥. 1987 mvj, †nvwPn wgb wmwU; eZ©gv‡b 
wf‡qZbv‡gi †nvwPn wgb wmwU-‡Z emevmiZ Ges 
Kg©iZ)
_vI-DB‡qb dvb Zvi PP©vq wPÎv¼b, fv¯‹h© wbg©vY, 
cvidig¨vÝ Ges BÝU‡jk‡bi mwbœ‡ek NUvb, 

Above: Trevor Yeung, Garden Acanthus (2017), black and white 

photograph with green light.  Courtesy of the artist.

Below: Tuguldur Yondonjamts: An Artificial Nest Captures A King (2016), 

single channel video, 25:09 min.  Courtesy of the artist.  
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Tuguldur Yondonjamts works primarily on paper, 

but also utilises the mediums of video and 

installation. His large-scale drawings explore 

questions of nomadism and identity, through 

careful material research.  He completed 

a BA (Hons) in Thanka Painting from the 

Mongolian University of Arts and Culture in 

1997, and his MA Fine Art from the University 

of the Arts, Berlin (UdK), Germany His recent 

solo exhibitions include: Between two giants, 

American Museum of Natural History, New 

York (2015) and Hunters to Skull Island, Pony 

Project Gallery, Berlin, Germany (2014).  He has 

also participated in group exhibitions including: 

Soils and Stones, Souls and Songs, Museum 

of Contemporary Art and Design ( MCAD), 

Manila (2016), which later toured to Para Site, 

Hong Kong, and Jim Thompson Art Center, 

Thailand (2017); Mongolia 360°, the 2nd Land 

Art Biennial, Mongolian National Modern Art 

Gallery (2012); and Medium Drawing,  Haus der 

Kunst München, Munich (2008).

TRUONG CONG TUNG 
(b.1986,Dak Lak, Vietnam; lives and works, Ho Chih Minh City, 

Vietnam)

Truong Cong Tung works across painting, 

video, sculpture and installation. His practice 

involves the questioning of objecthood, by 

pushing the boundaries of the media with 

which he engages. He is concerned with issues 

of spirituality, shamanism, and the idea of the 

ghost. He graduated from Ho Chi Minh Fine 

Arts University in 2010 with Bachelors in Fine 

Art in Lacquer Painting. His solo exhibitions 

include: Across the Forest, Nha San Collective, 

Hanoi, Vietnam (2016) and Above The Sky , 

Under The Sea, San Art , Ho Chi Minh City, 

Vietnam (2011), and he has participated in 

Soils and Stones, Souls and Songs, Museum of 

Contemporary Art and Design ( MCAD), Manila 

†h¸wji gva¨‡g wZwb BwZnvm eY©bvq A¯có 
¯’vb¸wj‡K we‡ePbvq Av‡bb| wZwb M‡elYv Øviv 
Zxeªfv‡e PvwjZ, Ges AvK©vBf I mvgvwRK Ges 
mvs¯‹…wZK ¯§„wZ we‡jv‡ci ivRbxwZ wel‡q AvMÖn 
†cvlY K‡ib| _vI wm½vcy‡ii jvmv‡jø K‡jR Ad 
AvU© †_‡K 2009 mv‡j weGdG Ges hy³iv‡óªi 
wkKv‡Mv‡Z Aew¯’Z ¯‹zj Ad `v AvU© BÝwUwUDU 
Ad wkKv‡Mv †_‡K wPÎKjv wel‡q GgGdG 
wWMÖx AR©b K‡i‡Qb 2013 mv‡j| _vI 2017 
mv‡j wf‡qZbv‡gi †nvwPn wgb wmwUi `v d¨v±wi 
K‡›U‡¤cvivwi AvU© †m›Uv‡i †cv‡qwUK A¨vg‡bwkqv 
kxl©K GKwU GKK cÖ`k©bxi Av‡qvRb K‡iwQ‡jb| 
GQvovI Gwb‡nv‡qi evU wnqvi, †eUbmv‡jvb, 
c¨vwim, d«vÝ (2016); UvgUv (nvbwUªb wf‡qZbvg 
hvbn), nv‡bvq dvBb AvU©m BDwbfvwm©wU wgDwRqvg, 
nv‡bvq, wf‡qZbvg (2014); gWvb© jvf, BÝwUwUDU 
Ad K‡›U‡¤cvivwi AvU©m wm½vcyi (2014)-Gi 
cÖ`k©bx‡Z AskMÖnY K‡i‡Qb| dvb AvU© †jevi 
Kv‡jw±‡fi GKRb m`m¨| 

†Uªfi BDqys 
(Rb¥. 1988 mvj, ¸qvsWs, Pxb; eZ©gv‡b nsKs-G 
emevmiZ Ges Kg©iZ)
†Uªfi BDqys Zvi PP©vq †evUvwbK B‡KvjwR, 
nwU©KvjPvi, Av‡jvKwPÎ Ges BÝU‡jkb‡K gvbexq 
m¤ú©‡Ki w`‡K ˆ`bw›`b AvKv·¶vi gyw³i iƒcK 
wn‡m‡e e¨envi K‡ib| BDqys 2010 mv‡j nsKs 
e¨vwÞ÷ BDwbfvwm©wUÕi GKv‡Wwg Ad wfRy¨‡qj 
AvU© †_‡K cov‡kvbv †kl K‡i‡Qb| Zvi GKK 
cÖ`k©bx¸wji g‡a¨ Av‡Q BD w_sK BD Avi 
wg‡gvmv, jv÷ U¨v‡½v, RywiL (2017) Ges †bv 
†cÖmvi:), M¨vjvwi, Ry‡L©i nKï‡j †`i Kzb÷, RywiL 
(2015)| †Uªfi GQvovI m‡qjm GÛ †÷vbm, 
†mvjm GÛ msm, wgDwRqvg Ad K‡›U‡¤cvivwi 
AvU© GÛ wWRvBb (GgwmGwW), g¨vwbjv (2016), 
hv cieZ©x‡Z c¨viv mvBU, nsKs Ges `v wRg 
_¤cmb AvU© †m›Uvi, _vBj¨v‡Û ¯’vbvšÍwiZ n‡q‡Q; 
†dviG †m›Uvi di K‡›U‡¤cvivwi Gwkqvb AvU© Bb 
A‡÷ªwjqvq wmj cvj© †nvqvBU K¬vDW (2016) Ges 
mvsnvB we‡qbv‡j, Pxb (2014)| 
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(2016), ParaSite, Hong Kong (2017) and Jim 

Thompson Art Center, Thailand (2017); Public 

Spirits, the Factory Contemporary Art Centre, 

Ho Chi Minh City, Vietnam (2017); the Taipei 

Biennale, Taipei Fine Arts Museum, Taiwan 

(2016) and Ghosts – Spies - Grandmothers, 

SeMA Biennale Media 

city Seoul, Korea (2014). 

He is a member of the 

art labor collective. 

ZAMTHINGLA 
RUIVAH 
(b. 1966 in Manipur, lives and 

works, Imphal, Manipur)

Zamthingla Ruivah is a 

government officer who 

revived the tradition 

of weaving shawls 

among the Tangkhul Nagas, by re-imagining the 

motifs that had lost their symbolic metaphors 

following conversion to Christianity, to record 

the memory of Luingamla Muinao, who was 

murdered for resisting rape by an officer of 

the Indian army. Ruivah has exhibited with the 

Clark House Initiative, in Urban Implosion, Asian 

Cultural Council, Gwangju (2017); ‘{Insert2014}’, 

curated by the Raqs Media Collective, New 

Delhi (2014); and L’exigence de la Saudade, 

Kadist Art Foundation (2013). 

RESEARCH STATIONS BIOS:

SARAT MALA CHAKMA
Sarat Mala Chakma is master weaver, from the 

Chakma community of Rangamati, Bangladesh. 

She has been the recipient of numerous awards 

for her work, most recently the Weaver’s 

Lifetime  Achievement Award from the 

Uªy‡qvs Ks Zzs 
(Rb¥. 1986 mvj, WvK jvK, wf‡qZbvg; eZ©gv‡b 
wf‡qZbv‡gi †nv wP wgb wmwU‡Z emevmiZ Ges 
Kg©iZ)

Uªy‡qvs Ks Zzs ‡cBw›Us, 
wfwWI, fv¯‹h© Ges 
BÝU‡jkb wb‡q KvR 
K‡ib| wZwb †h gva¨g 
wb‡q KvR K‡ib 
†mUvi mxgv‡K AviI 
e„w× Kivi gva¨‡g 
Ae‡R±ûW‡K cÖkœwe× 
Kivi Abykxjb K‡ib| 
Uªy‡qvs Ava¨vwZ¥KZv, 
ISvZš¿ Ges fz‡Zi 
aviYv msµvšÍ welq wb‡q 
wPšÍv K‡ib| wZwb 2010 

mv‡j †nv wP wgb dvBb AvU©m BDwbfvwm©wU †_‡K 
jvKy¨i †cBw›Us wel‡q weGdG wWMÖx AR©b K‡i‡Qb| 
Zvi GKK cÖ`k©bxi g‡a¨ Av‡Q A¨vµm `v d‡i÷, 
bvn mvb Kv‡jw±f, nv‡bvq, wf‡qZbvg (2016) 
Ges Gevf `v ¯‹vB, AvÛvi `v wm, mvb AvU©, †nvwPn 
wgb wmwU, wf‡qZbvg (2011)| GQvovI wZwb 
m‡qjm GÛ †÷vbm, †mvjm GÛ msm, wgDwRqvg 
Ad K‡›U‡¤cvivwi AvU© GÛ wWRvBb (GgwmGwW), 
g¨vwbjv (2016), c¨viv mvBU, nsKs (2017) Ges 
wRg _¤cmb AvU© †m›Uvi, _vBj¨vÛ (2017); 
cvewjK w¯cwiUm, `v d¨v±wi K‡›U‡¤cvivwi AvU© 
†m›Uvi, †nvwPn wgb wmwU, wf‡qZbvg (2017); `v 
ZvB‡cB we‡qbv‡j, ZvB‡cB dvBb AvU©m wgDwRqvg, 
ZvBIqvb (2016) Ges †Nv÷m - ¯cvBm - 
Mª¨vÛgv`vim, GmBGgG we‡qbv‡j wgwWqv wmwU 
wmIj, †Kvwiqv (2014)-‡Z AskMÖnY K‡i‡Qb| 
Uªy‡qvs AvU© †jevi Kv‡jw±f-Gi GKRb m`m¨| 

Uz¸j`yi B‡qv›`bqvgU&m 
(Rb¥. 1977 mvj, Djvbev‡Uvi, g‡½vwjqv; eZ©gv‡b 
g‡½vwjqvi Djvbev‡Uvi Ges hy³iv‡óªi wbD Bq‡K© 
emevmiZ Ges Kg©iZ)

Truong Cong Tung, Installation view of Blind Map (2013) at 2016 

Taipei Biennale, canvas, eaten by termites. Courtesy of the 

artist and the Factory Contemporary Art Centre, Saigon.
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Zamthingla Ruivah: Exhibition view, L’exigence de la saudade, curated by Zasha Colah and Sumesh Sharma, (2013). Image courtesy of the 

Kadist Art Foundation.

Uz¸j`yi B‡qv›`bqvgU&m g~jZ KvM‡R KvR Ki‡jI 
wfwWI Ges BÝU‡jkb gva¨gI e¨envi K‡ib| Zvi 
e„n`vK…wZi Qwe¸wj Dcv`vb wb‡q mhZœ M‡elYvi 
ga¨ w`‡q hvhveie„wË Ges cwiP‡qi cÖkœ‡K wbix¶Y 
K‡i| wZwb 1997 mv‡j g‡½vwjqvb BDwbfvwm©wU 
Ad AvU©m GÛ KvjPvi †_‡K _vbKv wPÎwkí wel‡q 
¯œvZK (m¤§vb) wWMÖx Ges Rvg©vwbi BDwbfvwm©wU 
Ad `v AvU©m, evwj©b (BDwW‡K) †_‡K PviæKjvq 
¯œvZ‡KvËi wWMÖx jvf K‡i‡Qb| Zvi mv¤cÖwZK 
GKK cÖ`k©bxi g‡a¨ i‡q‡Q, weUzBb Uz Rvqv›Um, 
Av‡gwiKvb wgDwRqvg Ad b¨v‡Pivj wn‡÷vwi, wbD 
BqK© (2015) Ges nv›Uvim Uz ¯‹vj AvBj¨vÛ, cwb 
†cÖv‡R± M¨vjvwi, evwj©b, Rvg©vwb (2014)| wZwb 
wKQz `jxq cÖ`k©bx‡ZI AskMÖnY K‡i‡Qb, †hgb 
m‡qjm GÛ †÷vbm, †mvjm GÛ msm, wgDwRqvg 
Ad K‡›U‡¤cvivwi AvU© GÛ wWRvBb (GgwmGwW), 
g¨vwbjv (2016), hv cieZ©x‡Z c¨viv mvBU, nsKs 
Ges `v wRg _¤cmb AvU© †m›Uvi, _vBj¨v‡Û 
¯’vbvšÍwiZ n‡q‡Q; g‡½vwjqv 360 wWMÖx, 2q j¨vÛ 
AvU© evB‡qwbqvj, g‡½vwjqvb b¨vkbvj gWvb©© AvU© 
M¨vjvwi (2012) Ges wgwWqvg Wªwqs, nvDR †`i 
Kzb÷ gyb‡Pb, wgDwbL (2008)|  

Rvgw_sMøv iæBfv
(Rb¥. 1966 mvj, gwbcyi; eZ©gv‡b gwbcy‡ii 
Bçv‡ji emevmiZ Ges Kg©iZ)
Rvgw_sMøv iæBfv gwbcy‡ii GKRb miKvwi Kg©KZ©v, 
whwb UvsLyj bvMv‡`i kvj eyb‡bi HwZn¨‡K 
cybiæ¾xweZ K‡i‡Qb| wLªóa‡g© ag©všÍwiZ nIqvi 

Weavers’ Association of Bangladesh in 2016. 

RAJA UMBU:
Raja Umbu is a master weaver, and local raja 

(king) in Kampung Uma Bara, Indonesia. He is 

the leader of his community, who specialize in 

creating the traditional ritual fabrics of Sumba 

Island, which is known for its unique dyeing and 

ikat techniques. 

JAMDANI WEAVING CENTRE
The Jamdani Weaving Centre, established 

and supported by the Bangladesh Small and 

Cottage Industries Corporation (BSCIC), is 

located in Nowapara, Narayanganj, outside 

Dhaka. Narayanganj was a historically significant 

centre for the production of jamdani, a 

double-warp technique unique to Bengal, and 

through initiatives like the Weaver’s Centre of 

the BSCIC promotes this once-endangered 

industry. 
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ci UvsLyj bvMv‡`i †hme wkí‰ewkó¨¸wj G‡`i 
mvs‡KwZK iƒcK¸wj‡K nvwi‡q †d‡jwQj, iæBfv 
†m¸wj‡K wdwi‡q Avbvi gva¨‡g jyB½vgjv gyBbvI-
Gi ¯§„wZ‡K a‡i ivLvi †Póv K‡iwQ‡jb, whwb 
GK fviZxq mvgwiK Kg©KZ©vi al©Y cÖ‡Póv‡K 
evav w`‡Z wM‡q Lyb n‡qwQ‡jb| iæBfv K¬vK© 
nvDR Bwbwk‡qwU‡fi mv‡_ Avievb Bg‡cøvkb, 
Gwkqvb KvjPvivj KvDwÝj, ¸qvb&Ry (2017); bqv 
w`jøxi ivKm wgwWqv Kv‡jw±f-Gi wKD‡iU Kiv 
Ô{BbmvU©2014}Õ (2014) Ges jÕGw·‡RÝ †` jv 
mvD`v‡`, KvwW¯Í AvU© dvD‡Ûkb (2013)-G cÖ`k©bx 
K‡i‡Qb| 

M‡elYv ‡÷kbmg~n: 

kir gvjv PvKgv
kir gvjv PvKgv evsjv‡`‡ki ivOvgvwU †Rjvi PvKgv 
m¤cÖ`v‡qi GKRb mywbcyY eqbwkíx| wZwb Zvi 
Kv‡Ri Rb¨ G hveZ AmsL¨ cyi®‹vi jvf K‡i‡Qb, 
†h¸wji g‡a¨ me‡P‡q mv¤cÖwZKwU n‡”Q 2016 
mv‡j evsjv‡`k I‡qfviÕm G‡mvwk‡qkb KZ©…K cÖ`Ë 
AvRxeb m¤§vbbv cyi®‹vi| 

ivRy D¤^y 
ivRy D¤^y GKRb my`¶ eqbwkíx Ges B‡›`v‡bwkqvi 
Dgv evivi ¯’vbxq ivRv| wZwb Zvi m¤cÖ`v‡qi 
†bZv Ges mv¤^v Øx‡ci HwZn¨evnx Kvco ˆZwi‡Z 
we‡klfv‡e cvi`k©x, †h Kvco Gi Abb¨ is I 
BKvU bvgK †KŠk‡ji Rb¨ mycwiwPZ| 

Rvg`vwb I‡qwfs †m›Uvi 
evsjv‡`k ¶z`ª Ges KzwUi wkí K‡c©v‡ikb 
(weGmwmAvBwm)-Gi mnvqZvq ¯’vwcZ Rvg`vwb 
I‡qwfs †m›Uvi XvKvi A`~‡i bvqviYMÄ 
†Rjvi †bvqvcvovq Aew¯’Z| bvivqYMÄ GKwU 
HwZnvwmKfv‡e ¸iæZ¡c~Y© Rvg`vwb Drcv`b †K›`ª| 
Rvg`vwb evsjvq weKwkZ GK Abb¨ †`vnviv-myZvi 
eybb †KŠkj Ges weGmwmAvBwm-Gi I‡qfvi 
†m›Uv‡ii g‡Zv D‡`¨vM¸wji gva¨‡g GK`v SzuwKi 
gy‡L cov GB wk‡íi cybivq DbœwZ NUv‡bv n‡”Q|

Textile by Saratmala Chakma.  Image courtesy of Kanak 

Champa Chakma.  
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MEDIATION TOOL

FEEDBACK

USE THIS PAGE TO TELL US WHAT YOU THINK, TEAR IT OUT, AND 

LEAVE IT ON THE THIRD FLOOR FEEDBACK BOARD.  

GB KvMRwU e¨envi K‡i Avgv‡`i Rvwb‡q w`b  cÖ`k©bxi ‡Kvb AskwU Avcbv‡K 
bvov w`‡q‡Q| 4Zjvi wdWe¨vK ‡ev‡W© wb‡Pi AskwU wQu‡o Avcbvi Abyf~wZi K_v 
wj‡L ‡i‡L ‡h‡Z cv‡ib|

EXHIBITION/ARTWORK MADE ME THINK OF…...........................................…

KvRwU/cÖ`k©bxwU ‡`‡L Avgvi g‡b n‡q‡Q................................................…………………
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SAMDANI ART AWARD

mvg`vbx AvU© A¨vIqvW©
SIMON CASTETS

mvBgb K¨v‡÷U&m
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Image credits for previous page: 

Shikh Sabbir Alam | Full installation at the “Master” show at 

Kunstnernes Hus Oslo, Norway, 2016.  Image courtesy of the 

artist. 

Reetu Sattar | Lost Tune, performance at 17th Asian Art Bien-

nale, Bangladesh Shilpakala Academy, December 2016.  Image 

courtesy of the artist.   

Rakib Ahmed | Untitled (2016), new photograph taken on old 

set acquired from photography studio that cloosed.  Image 

courtesy of the artist.  

Palash Bhattacharjee | Marked (2017), microphone set, pho-

tographs, hammer etc., in “Ephemeral Perennial” at the Daily 

Star-Bengal Arts Precinct, Dhaka. Image courtesy of the artist.  

Opper Zaman | Insulate (2016), casting plaster, found objects, 

nails, rope and projected film. Image courtesy of the artist

Mizanur Rahman Sakib | War of Images (2016), mixed-media in-

stallation including Time Magazine, tracing paper, box, hammer, 

soap etc. Image courtesy of the artist.  

Marzia Farhana | Text Sculpture (2017), mixed-media installation 

including book shelf, books, wires, paper plates etc.  Image 

courtesy of the artist. 

Debasish Shom | Untitled, from the artist’ ongoing project, In the 

Rivers Dark. Image courtesy of the artist.  

Asfika Rahman | Untitled (2016), hand painted photograph from 

the artists Suspected project.  Image courtesy of the artist. 

Arpita Singh Lopa | Freedom in Femininity (2017), performance. 

Image courtesy of the artist.  

Ahmed Rasel | Untitled (2016), from the series Memories of 

Water in Tafalia, Dhaka. Image courtesy of the artist.  



319

On November 3, 2017, the Dhaka Tribune 

reported that Bangladesh had climbed a few 

ranks up the World Economic Forum’s 2017 

“Global Gender Gap” report, making the 

country the leader for female empowerment 

in South Asia. After a steady rise, Bangladesh 

now outranks the United States, which now lags 

cloosely behind, snugged between Peru and 

Zimbabwe. While statistics only convey part of 

the picture, Bangladesh’s 7th position out of the 

144 surveyed countries in the “Political Empow-

erment” category suggests a future path marked 

by exponential, rapid progress. 

Such a startlingly optimistic picture resonates 

with a forward-looking sense of openness that 

characterises the process of curating the 2018 

edition of the Samdani Art Award Exhibition. 

From over a hundred applications that were 

received from Bangladeshi artists either living 

in the country or studying abroad, Delfina 

Foundation Director Aaron Cezar selected 22 

artists, half of whom were chosen to be part of 

the exhibition. This year for the first time, all 11 

artists in the exhibition are given the oppor-

tunity to produce new work for the occasion, 

and to benefit from the individual mentorship 

of curators, in partnership with the Liverpool 

Biennial and the New North and South network. 

MZ b‡f¤^i 3, 2017 Zvwi‡L XvKv wUªweD‡b cÖKvwkZ 
GKwU Lei Rvbvq, Iqvì© B‡KvbwgK †dvivg 2017 
Gi †Møvevj †RÛvi M¨vc-G (‰ewk¦K wj½ ˆelg¨ 
m~PK) K‡qKavc GwM‡q wM‡q‡Q evsjv‡`k, Ae¯’vb 
K‡i wb‡q‡Q `w¶Y Gwkqvi kx‡l©| Qvwo‡q wM‡q‡Q 
hy³ivóª‡KI, hvi Ae¯’vb †ciæ Avi wR¤^vey‡qi 
gv‡S| cwimsL¨vb hw`I ev¯ÍeZvi m¤ú~Y© cÖwZiƒc 
bq, wKš‘ 144wU iv‡óªi g‡a¨ ÒivR‰bwZK ¶gZvqbÓ 
K¨vUvMwi‡Z evsjv‡`‡ki 7g Ae¯’vb fwel¨‡Zi GK 
DË‡ivËi, Z¡ivwš^Z cÖMwZiB cÖwZkªywZ Zy‡j a‡i|
GB iKg D¾¡j Avkvev`x wPÎ GKiKg µgAMªmigvb 
AvšÍwiK mijZvi AbyiYb NUvq hv 2018 ms¯‹iY 
Gi mvg`vbx AvU© A¨vIqvW© wKD‡iwUs Gi c×wZi 
ˆewkó¨ cÖKvk K‡i| 
†`k-we‡`‡k Ae¯’vbiZ GKk‡ZiI AwaK evsjv‡`kx 
wkíx‡`i Av‡e`b †_‡K †Wjwdbv dvD‡Ûkb Gi 
cwiPvjK A¨vib †mRvi †e‡Q †bb 22 Rb‡K, 
hv‡`i g‡a¨ A‡a©K‡KB cÖ`k©bx‡Z AskMªnY Kivi 
Rb¨ wbe©vPb Kiv nq| G eQiB cÖ_gev‡ii gZ 
11 Rb wkíx‡KB cÖ`k©bxi Rb¨ bZzb KvR Kivi 
Ges cvkvcvwk wjfvicyj evB‡qwbqvj Ges wbD 
b_© GÛ mvD_ †bUIqv‡K©i mn‡hvwMZvq GKKfv‡e 
wKD‡iU‡ii mvnPh© Avmvi my‡hvM K‡i †`qv nq| 
wePviKgÐjx cÖ`k©bx †_‡K GKRb wkíx‡K evQvB 
Ki‡eb whwb 2018 Gi Mªx‡®§ jÛ‡b †Wjwdbv 
dvD‡Ûk‡b Qq mßv‡ni GKwU †iwm‡WwÝ Kg©m~wP‡Z 
AskMªnY Ki‡eb|
f‚wgKvwUmn GB wKD‡iUwiqvj cÖqv‡mi Kg©c×wZ 

AHMED RASEL (B.1988, BARISHAL), APRITA SINGH LOPA (B. 1986, KISHOREGANJ), 
ASFIKA RAHMAN (B. 1988, DHAKA), DEBASISH SHOM (B. 1979, BAGERHAT), 

MARZIA FARHANA (B. 1985, DHAKA), 
MIZANUR RAHMAN CHOWDHURY (B. 1981, NOAKHALI), OPPER ZAMAN (B. 1995, DHAKA), 
PALASH BHATTACHARJEE (B. 1983, CHITTAGONG), RAKIB AHMED (B. 1988, NETRAKONA), 

REETU SATTAR (B. 1981, DHAKA), SHIKH SABBIR ALAM (B. 1982, KUSHTIA)
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From the exhibition, the jury will determine the 

recipient of a six-week residency during summer 

2018 at the Delfina Foundation in London.

The modus operandi of the curatorial exer-

cise, including this introduction, calls for a fair 

amount of reverse engineering and, primarily, 

an open framework that invites conflicting 

narratives and interpretations. Confronted with 

heightened religious tensions, a massive refugee 

crisis and a deeply fraught historical context, 

the artists in the exhibition, while wildly distinct 

in their work, are linked by their sharp convey-

ing of layered, often harsh realities into a variety 

of arresting forms. 

 A large number of works convey the polarity 

of Bangladesh’s contemporary grind through 

strands of photographic documentary methods. 

Ahmed Rasel’s incisive images of Dhaka’s 

chaotic landscape echo the frenetic pace of 

the city’s development: a suffocating, incessant 

urban bedlam that not even the darkest night 

can halt. Far from the city, Ashfika Rahman 

registers precious domestic arrangements of 

solar-powered televisions, both status symbols 

and windows to the country’s rapid changes, 

in stark contrast with her ennobling portraits 

of indigenous victims of politically motivated 

rapes. Such traumatic hardships are also at the 

core of Debasish Kumar Shom’s photographs, 

where staging, re-enactments and blunt facts 

concur to depict highly conflictual tensions 

across religious and gender lines. 

 Performances presented as part of the Sam-

dani Art Award equally conjure up deep sorrow 

and expiatory sublimation. Recollections of 

an agonising childhood sustain Arpita Singha 

Lopa’s live durational piece, of which materi-

al traces are kept in a room-size installation 

conferring heft to the painfully banal. Sound is 

also present, this time both as main subject and 

GKwU b¨vh¨ cwigvY wifvm© BwÄwbqvwis-Gi Ges, 
cÖv_wgKfv‡e, GKwU Db¥y³ KvVv‡gvi `vwe K‡i hv 
wKbv Øvw›ØK me AvL¨vb Ges e¨vL¨v wb‡q K_v e‡j| 
ZxeªZi ag©xq we‡Øl, wekvj kibv_©x msKU I Pvcv 
HwZnvwmK Uvbv‡cv‡o‡bi gy‡LvgywL GB wkíxe„›`, 
cª`k©bxwU‡Z Kv‡Ri w`K †_‡K AZ¨šÍ ¯^Kxq, Ges 
PgKcª` me d‡g©i ˆewP‡Î¨i ga¨ w`‡q ¯Íixf~Z Avi 
cªvqkB iƒp ev¯ÍweKZvi cªLi Ávc‡bi ga¨ w`‡q 
mw¤§wjZ| 
Kv‡Ri GKwU eo Ask d‡UvMªvwdK WKz‡g›Uvwi 
c×wZmgy‡ni m~Î¸‡jvi ga¨ w`‡q evsjv‡`‡ki 
mgmvgwqK nqivwb¸‡jvi cªvwšÍKZv cÖKvk K‡i| 
XvKvi wek„·Lj j¨vÛ‡¯‹c wb‡q Kiv Avn¤§` 
iv‡mj Gi gg©‡f`x wPÎ¸‡jv cÖwZaŸwbZ K‡i 
kniwUi Dbœq‡bi w¶ß MwZfw½I, Avi `g eÜ 
n‡q Avmv AwekÖvšÍ GK kû‡i nÆ‡gjvi hv wKbv 
AÜKviZg ivwÎwU‡ZI _v‡g bv| kni †_‡K `~‡i, 
mvgvwRK gh©v`vi cÖZxK Ges †`‡ki `ªæZ cwieZ©‡bi 
evZvqb¯^iƒc †mŠi kw³PvwjZ †Uwjwfkb¸‡jvi 
eûgyj¨evb Mvn©¯’¨ GK Av‡qvRb wbeÜb K‡ib 
AvkwdKv ivngvb, ivR‰bwZKfv‡e D‡Ïk¨g~jK 
al©‡Yi ewj nIqv Avw`evmx‡`i gnxqvb K‡i †Zvjv 
†cv‡U©BU¸‡jvi m¤ú~Y© wecixZ| †`evkxl Kzgvi 
†mv‡gi d‡UvMªvd¸‡jvi AšÍtmv‡iI GBiæc ¶Zg~jK 
Kómg~n i‡q‡Q, †hLv‡b ag©xq Ges wj½ mxgv¸‡jvi 
Zxeª Øvw›ØK Pvcv D‡ËRbvmg~‡ni wPÎ eY©bv Kivi 
Rb¨ gÂvqb, cybive„wË Ges ¯úóev`x me Z_¨ GK 
RvqMvq wgwjZ nq| 
 mvg`vbx AvU© A¨vIqv‡W©i Ask wn‡m‡e Dc¯’vwcZ 
nIqv cvid‡g©Ý¸‡jv hv`y †`Lv‡bvi gZ K‡i 
GKBmv‡_ mgvbfv‡e Mfxi †kvK Ges cªvqwðËg~jK 
cigvb‡›`i Avwef©ve NUvq| Awc©Zv wms †jvcvi 
mivmwi w¯’wZKvjxb KvRwU gvbwmK hš¿Yv`vqK 
ˆkk‡ei ̄ §„wZ enb K‡i, hvi c`wPýmg~n GKwU K‡¶i 
AvqZb m`„k BÝU‡jk‡b ivLv hv †e`bv`vqKfv‡e 
Zz”QZvwUi mej D‡Ëvjb wb‡q K_v e‡j| GQvovI, 
GBevi g~j welq Ges DcRvZK- `yÕfv‡eB FZz 
mvËv‡ii Kv‡R (WKz‡g‡›Uk‡bi gZ K‡i cª`k©bx‡Z 
Dc¯’vwcZ) kã we`¨gvb| GwU myimsMwZ‡Z evRv‡bvi 
Ges ¯§iYvZxZ e¨envwiK Ávb¶‡qi †L‡`vw³ Kivi 
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by-product, in Reetu Sattar’s work (presented in 

the exhibition as documentation), a grief-laden 

performance of a forgotten traditional instru-

ment by a comically large group gathered to 

play in unison and lament the loss of immemori-

al knowledge. 

 Nostalgia also sustains Rakib Ahmed’s life-size 

reproduction of an obsolete mobile photo 

studio, with the objective to teach as well as 

celebrate disappearing techniques. Arts edu-

cation as a vector of peaceful social progress is 

equally at play in Marzia Farhana’s project with 

a class of children from a neighbouring school. 

Together, they built a house displaying an abun-

dance of drawings, origamis, texts and poems. 

Shikh Sabbir Alam’s subtle paintings draw from 

such guileless naiveté in wildly oneiric and 

powerfully expressive compositions in hushed, 

powdery tones. The repetition of recurring ex-

ercises as a classic means of teaching is brought 

to absurdist limits in Palash Bhattacharjee’s 

five-channel video piece, which highlights the 

colonial undercurrent in the education system 

and the perpetuation of tone-deaf representa-

tions. 

 Fragile equilibriums are also addressed in 

architectural forms. Opper Zaman’s blunt, 

towering sculptural intervention inhibits any 

movement that wouldn’t follow the artist’s spa-

tial decision and echoes the surrounding room 

structure while revealing a somber, decaying 

core. Mizanur Rahman Chowdhury ceiling-high 

stack of mass produced plastic chairs props up 

a monitor on which loops a video of a levitating 

man. Reflected in an over-head mirror, the 

protagonist stands for spiritual longings in ma-

terialist surroundings. Other humorous pieces 

with tautological tendencies flank the makeshift 

tower: a mechanical grass mower is paired with 

a fan, blowing air into a desperately drooping 

Rb¨ GKwÎZ wekvj GK `j KZ©…K †KŠZzKcª`fv‡e 
GK we¯§„Z HwZn¨evnx ev`¨h‡š¿i welv`-fvivµvšÍ 
GKwU cvidi‡gÝ| 
eZ©gv‡b evwZj GKwU åvg¨gvY d‡Uv ÷zwWI‡K 
gv_vq †i‡L ivwKe Avn‡g` Gi ˆZwi Kiv cÖgvY 
AbyK„wZwUI ¯§„wZKvZiZvq fiv, A`„k¨ n‡q hvIqv 
me †KŠkj Avgv‡`i †kLv‡bv Ges †mBmv‡_ †m¸‡jvi 
¸YKxZ©b Kiv hvi D‡Ïk¨| cvkeZ©x ¯‹z‡ji wk¶v_©x 
wkï‡`i mv‡_ wg‡j Kiv gvwR©qv dvinvbvi cÖKíwU‡Z 
kvwšÍc~Y© mvgvwRK cªMwZi GKwU GKgvwÎK DcKiY 
wn‡m‡e wkíKjv wk¶v mgvbfv‡e we`¨gvb| 
cÖPzi WªBs, AwiM¨vwg, †U·U, KweZv mshy³ K‡i 
mw¤§wjZfv‡e Zviv GKwU GKwU evwo wbg©vY K‡i| 
‡kL mvweŸi Avj‡gi m~² †cBw›Us¸‡jv Pvcv Ges 
cvDWv‡ii b¨vq †Uv‡b Avi AZ¨šÍ ¯^cœm`„k Ges 
cªej Awfe¨w³c~Y© K‡¤úvwRkbmn APZzi mijZv 
w`‡q AuvKv| wk¶v`v‡bi AZyjbxq GK Dcvq wn‡m‡e 
Ave„Ë Abykxj‡bi cybive„wË D™¢U  mxgve×Zvq wb‡q 
Avmv n‡q‡Q cjvk fÆvPv‡h©¨i cvuP-P¨v‡bj wewkó 
wfwWI AvU©wU‡Z, †hwU wk¶ve¨e¯’vq Jcwb‡ewkK 
AšÍtcªevn Ges ¯^b-ewai Dc¯’vcbvmg~‡ni wPi¯’vqxZ¡ 
D¾¡jfv‡e Zz‡j a‡i| 
BÝU‡jkb welqK dg©¸‡jv‡ZI f½yi mvg¨ve¯’v Lyu‡R 
cvIqv hvq| Acvi Rvgv‡bi wb‡iU, DuPz fv®‹h©m`„k 
ga¨ewË©Kv¸‡jv wkíxi ¯’vb-msµvšÍ wm×všÍ AbymiY 
K‡i P‡j Ges AÜKviv”Qbœ, ¶xqgvb g¾v D‡b¥vwPZ 
Kivi mv‡_ mv‡_ cvkeZ©x ¯’vb KvVv‡gvi cÖwZaŸwbZ 
K‡i| wgRvbyi ingvb †PŠayixi Kv‡R wmwjs-D”PZvq 
¯ÍycvKv‡i ivLv cÖPzi cwigv‡b Drcvw`Z cøvw÷K 
†Pqvi¸‡jv GKwU gwbUi Gi fvii¶v K‡i| 
gwbUiwU‡Z fvm‡Z _vKv GK †jv‡Ki GKwU wfwWI 
jy‡c Pj‡Z _v‡K| Dc‡i ivLv GKwU Avqbv‡Z 
cªwZdwjZ g~j PwiÎwU e¯Íyev`x cwicv‡k¦©i Ava¨vwZ¥K 
¯ú„nvmgyn‡K cªZxKvwqZ K‡i| A¯’vqx UvIqviwUi 
cv‡k _vKv wØiæ³ cÖeYZvmg~nmn Ab¨vb¨ imvZ¥K 
bgybv¸‡jv nj: GKwU hvwš¿K Nvm KvUvi hš¿ hv 
wKbv GKwU cvLvi mv‡_ †Rvov jvMv‡bv Av‡Q, hv 
†mvbvjx wdZvi wb`viæYfv‡e, X‡j cov evZvm 
w`‡”Q, hLb f‚wg-gv GKwU b¨vkbvj wRIMÖvwdi cÖ”Q` 
AbzMÖn K‡ib †hLv‡b g¨vMvwR‡bi bvgwU A¯úó| 
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fluff of gold ribbon, while Mother Earth graces a 

National Geographic cover where the magazine 

name is obscured. All that remains is the issue’s 

title: Cool It.

 Fast-paced change is fertile ground for artists. 

Whether describing its harshness or longing 

for its lasting effects, whether recalling the 

hardships of the recent past or condemning 

those of the obstinate present, whether remi-

niscing vanishing knowledge or fostering future 

understandings, the eleven participants in the 

2018 Samdani Art Award Exhibition are bringing 

together thoughts and forms to build the way 

forward, rapidly.

hv i‡q hvq Zv ïay ms¯‹iYwUi UvB‡Uj: Kzj BU|  
`ªæZMwZm¤úbœ cwieZ©b wkíx‡`i Rb¨ djcÖm~i GK 
†¶Î| nq‡Zv ev K‡VviZv eY©bv Ki‡K wM‡q wKsev 
`xN©‡gqv`x cÖfve we‡ePbv K‡i, nq mv¤cªwZK 
AZx‡Zi Kó¸‡jv ̄ §iY K‡i A_ev GK¸‡q eZ©gv‡bi 
Kó¸‡jv‡K †`vlv‡ivc K‡i, nq wejxqgvb Áv‡bi 
¯§„wZPviY K‡i wKsev fwel¨r Dcjwä¸‡jv cªwZcvjb 
K‡i, 2018 Gi mvg`vbx AvU© GIqvW© cª`k©bx‡Z GB 
GMviRb AskMÖnYKvix wPšÍvavivmg~n‡K Ges GwM‡q 
hvIqvi iv¯Ív ˆZwi Kivi iæcmg~n‡K mg‡eZ K‡i 
P‡j‡Q, wÿcÖfv‡e|  
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AHMED RASEL 
(b.1988 Barishal, lives and works, Dhaka, Bangladesh) 

Ahmed Rasel originally trained in Bengali 

Literature, with the ambition of becoming a 

poet, before realising that photography could 

better blend his poetic feelings with his inner 

vision, memory, and personal history. Rasel is 

now a visual storyteller.  He presents the world 

as a continuation of the great human story, 

intertwined with his personal experiences, 

seeing every indi-

viduals story as part 

of our overall global 

history, and that 

every human being is 

a historical element. 

After gaining his MA 

in Bengali Literature, 

Rasel completed a 

one-year diploma in 

Photography in 2015 

at Counter Photo, 

a Dhaka-based 

photography institute, where he is currently a 

member of the Faculty. His recent exhibitions 

include:  Just Another Photo Festival, New Delhi 

(2016); Group Exhibition on Freedom, Counter 

Foto (2016); and Dhaka University Photographic 

Society’s National Photo Festival, Shilpakala 

Academy (2013). His work has been published in 

Trouw, Private Magazine, F-stop magazine, and 

The Daily Independent, among others.

APRITA SINGH LOPA 
(b. 1986 Kishoreganj, lives and works, Dhaka, Bangladesh) 

Aprita Singh Lopa’s work examines the relation-

ship between the natural landscape and the 

creatures that reside within it. Working primarily 

with ceramics, installation and performance, 

Lopa communicates the importance nature 

Avn‡g` iv‡mj
(Rb¥ 1988 ewikvj, wbevm I Kg©¯’j XvKv, evsjv‡`k)

Avn‡g` iv‡mj g~jZ Kwe nIqvi AvKv·ÿv †_‡K evsjv 
mvwn‡Z¨ wk¶v jvf K‡ib| c‡i wZwb Abyaveb K‡ib 
†h Av‡jvKwP‡Îi gva¨‡g Zvi Kvwe¨K Abyf~wZi mv‡_ 
Zvi  AšÍ‡ii `„wó, ¯§„wZ Ges e¨w³MZ BwZnv‡mi †kÖqZi 
mgš^q n‡Z cv‡i| eZ©gv‡b iv‡mj GKRb wPÎ-MíKvi| 
wZwb Zvi e¨w³MZ AwfÁZvi mv‡_ weRwoZ K‡i GKwU 
AwZKvq gvbexq M‡íi avivevwnKZv iƒ‡c wek¦‡K Dc¯’vcb 
K‡ib, cÖ‡Z¨K e¨w³i Mí‡K †`‡Lb Avgv‡`i mvgwMÖK wek¦ 

BwZnv‡mi Ask wn‡m‡e 
Ges cÖ‡Z¨K gvbyl‡K GK 
GKwU HwZnvwmK Dcv`vb 
wn‡m‡e| evsjv mvwn‡Z¨ 
GgG wWwMÖ AR©b Kivi 
ci iv‡mj 2015 mv‡j 
KvD›Uvi d‡Uv bvgœx GKwU 
XvKvw¯’Z Av‡jvKwPÎ 
cÖwk¶Y Bbw÷wUDU 
†_‡K Av‡jvKwPÎwkí 
wel‡q GK eQi †gqv`x 
wW‡cøvgv m¤úbœ K‡ib| 
eZ©gv‡b wZwb †mLv‡bB 

wk¶KZvq wb‡qvwRZ| Zvi mv¤cÖwZK cÖ`k©bxi AšÍf©y³t 
Rv÷ Gbv`vi d‡Uv †dw÷f¨vj, bqvw`wjø (2016); 
¯^vaxbZv wb‡q `jMZ cÖ`k©bx, KvD›Uvi d‡Uvi (2016); 
Ges XvKv wek¦we`¨vjq d‡UvMªvwd †mvmvBwUi RvZxq 
Av‡jvKwPÎ Drme, wkíKjv GKv‡Wwg (2013)| Zvi 
wkíKg© (Trouw), cÖvB‡fU g¨vMvwRb, Gd-÷c g¨vMvwRb 
Ges `¨ ‡WBwj BwÛ‡c‡Û›U mn AviI Ab¨vb¨ RvqMvq 
cÖKvwkZ n‡q‡Q| 

Awc©Zv wms †jvcv
(Rb¥ 1986 wK‡kviMÄ, wbevm I Kg©¯’j XvKv, evsjv‡`k) 

Awc©Zv wms †jvcv’i wkíK‡g© cÖvK…wZK j¨vÛ‡¯‹c Ges †mB 
j¨vÛ‡¯‹c wbevmx cÖvYxmg~‡ni  ga¨Kvi m¤úK© hvPvB Kiv 
nq| cÖavbZ wmivwgK, Bb÷‡jkb Ges cvidg©¨vÝ wb‡q 
KvR K‡ib| †jvcv Zvi Kv‡R ‰`bw›`b Rxe‡b cÖK…wZi 
f~wgKv e¨³ K‡ib| GKBmv‡_ dz‡jj bKkv Kiv ‡cvkvK, 

Ahmed Rasel: Untitled (2016), from the series Memories of Water in 

Tafalia, Dhaka. Image courtesy of the artist.  
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plays in everyday life while embracing her indi-

viduality as a woman outside the stereotypes 

of flowery cloth-

ing, jewellery, and 

makeup.  She earned 

her MA in 2014, and 

BA in 2010, both 

in Graphic Design, 

from the Universi-

ty of Dhaka.  Her 

exhibition history in-

cludes:  the National 

Performance Art 

Festival, Bangladesh 

Shilpakala Academy, 

Dhaka (2017); Performance Art Week, Bengal 

Foundation, Dhaka (2017); Dhaka Live Art 

Biennale, produced by BACK Art, Dhaka (2017); 

and the Kolkata International Performance Art 

Festival, Kolkata (2016).  

ASFIKA RAHMAN 
(b. 1988, Dhaka, lives and works, Dhaka, Bangladesh) 

Asfika Rahman’s practice sits between art and 

documentary, drawing inspiration from 19th cen-

tury prints, which she recontextualises with new 

media. Photography 

has become the pre-

dominant medium 

through which she 

expresses her views 

on complex sys-

temic social issues.  

Rahman is currently 

studying photogra-

phy at the University 

of Applied Science 

and Arts in Germany, 

and received a 

professional degree 

AjsKvi, Avi cÖmvabxi Q‡K euvav iƒ‡ci evB‡i wM‡q 
bvix wn‡m‡e wb‡Ri e¨w³mËv‡K eiY K‡ib GB wkíx| 

wZwb 2014 mv‡j GgG 
Ges 2010 mv‡j weG  
wWwMÖ jvf K‡ib, DfqB 
XvKv wek¦we`¨vjq †_‡K 
MÖvwdK wWRvBb wel‡q| 
Zvi cÖ`k©bx¸wji g‡a¨ 
i‡q‡Qt RvZxq cvidg©¨vÝ 
AvU© Drme, evsjv‡`k 
wkíKjv GKv‡Wwg, XvKv 
(2017); cvidg©¨vÝ AvU© 
mßvn, †e½j dvD‡Ûkb, 
XvKv (2017); XvKv 
jvBf AvU© we‡qbv‡j, 

e¨vK AvU©-Gi cÖ‡hvRbv, XvKv (2017);Ges KjKvZv 
AvšÍR©vwZK cvidg©¨vÝ AvU© Drme, KjKvZv (2016)|

AvmwdKv ingvb
(Rb¥ 1988 ewikvj, wbevm I Kg©¯’j XvKv, evsjv‡`k)

AvmwdKv ingv‡bi wkí PP©vi Ae¯’vb wkí I cÖvgvY¨wP‡Îi 
gvSvgvwS| Zvi wkíKg© Ebwesk kZvãxi QvcwPÎ Øviv 
AbycÖvwYZ, hv wZwb wbD wgwWqv‡Z wiK‡›U·Pz¨qvjvBR 
(wkíKg©‡K g~j cÖm½ †_‡K wew”Qbœ K‡i bZzb ‡cÖ¶vc‡U 

cÖwZ¯’vcb Kivi gva¨‡g 
bZzb A‡_©i cÖeZ©b 
Kiv) K‡ib| cÖavbZ 
Av‡jvKwPÎ gva¨g‡K 
e¨envi K‡i wZwb RwUj 
KvVv‡gvMZ mvgvwRK 
welq¸wj m¤ú‡K© Zvi 
gZvgZ cªKvk K‡ib| 
ingvb eZ©gv‡b Rvg©vwb’i 
dwjZ weÁvb I Kjv 
wek¦we`¨vj‡q Av‡jvKwPÎ 
wel‡q Aa¨qbiZ| wZwb 
2016’‡Z cªvgvY¨wPÎ I 
Av‡jvKwPÎ mvsevw`KZv 

Aprita Singha Lopa: Freedom in Femininity (2017), performance. Image 

courtesy of the artist.  

Asfika Rahman: Untitled (2016), hand painted photograph from the artists 

Suspected project.  Image courtesy of the artist. 
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in Documentary and Photojournalism from Path-

shala – South Asian Media Institute in 2016. She 

has conducted workshops at the Angkor Photo 

Festival, Cambodia (2016); and Studio Guppo, 

Shantiniketon, India (2016); and exhibited in the 

Muslin Festival Bangladesh, Dhaka (2016).  

DEBASISH SHOM 
(b. 1979, Bagerhat, lives and works, Dhaka, Bangladesh) 

Debasish Shom was raised in rural Bangladesh 

and is part of the country’s Hindu minori-

ty. Shom’s work is a very personal form of 

self-expression motivated by his socio-political 

background and the psychological tension in 

the subjects he tack-

les. Working in the 

medium of photog-

raphy, Shom uses al-

ternative image-mak-

ing and printing 

techniques, choosing 

the way he captures 

light through his 

lens based on the 

feelings he wants to 

communicate. Shom 

graduated from a 

three-year profes-

sional photography 

course at Pathshala 

– South Asian Media 

Institute in 2010, 

where he is now a 

Lecturer of Photo-

graphic Technique. 

His recent exhibition 

history includes: 

ChobiMela International Photography Festival, 

Bangladesh Shilpakala Academy, Dhaka (2015); 

Limbo, Bengal Gallery of Fine Art, Dhaka (2013); 

wel‡q GKwU ‡ckv`vix wWwMÖ AR©b K‡ib cvVkvjv-mvD_ 
Gwkqvb wgwWqv BÝwUwUDU †_‡K| A¨vsKi Av‡jvKwPÎ  
Drme, K‡¤^vwWqv (2016) Ges ÷ywWI ¸‡àv, kvwšÍw-
b‡KZb, fviZ (2013) Kg©kvjvmg~n cwiPvjbv K‡i‡Qb; 
Ges gmwjb Drme evsjv‡`k, XvKv (2016) cÖ`k©bx‡Z 
AskMªnY K‡ib|

†`evkxl †mvg
(Rb¥ 1979 ev‡MinvU, wbevm I Kg©¯’j XvKv, evsjv‡`k)

†`evkxl †mvg †e‡o D‡V‡Qb evsjv‡`‡ki MÖvgxY cwi‡e‡k 
| †mv‡gi KvR Zvi AvZ¥-cÖKv‡ki AZ¨šÍ e¨w³MZ 
GKwU iƒc hv Zvi mvgvwRK-ivR‰bwZK cUf~wg Ges Zvi 
we‡ePbvi welqmg~‡ni AšÍM©Z gb¯ÍvwË¡K Uvbv‡cv‡ob Øviv 
AbycÖvwYZ| Av‡jvKwPÎ gva¨g wb‡q KvR Kivi cvkvcvwk 

†mvg Aëvi‡bwUf 
B‡gBR-†gwKs Ges 
wcÖw›Us †KŠkjI e¨envi 
K‡ib, K¨v‡givi †j‡Ý 
Kxfv‡e Av‡jv‡K e›`x 
Ki‡eb Zv wbf©i K‡i 
†Kvb Abyf~wZ‡K wZwb 
e¨³ Ki‡Z Pvb Zvi 
Dci| †mvg cvVkv-
jv-mvD_ Gwkqvb wgwWqv 
BÝwUwUDU †_‡K 2010 
mv‡j wZb eQi †gqv`x 
‡ckv`vix Av‡jvKwPÎ 
†Kvm© m¤úbœ K‡ib| 
eZ©gv‡b wZwb †mLv‡b 
Av‡jvKwPÎ †KŠkj 
wel‡qi GKRb cÖfvlK| 
Zvi mv¤cÖwZK cÖ`k©bx-
mg~‡ni g‡a¨ D‡jøL‡hvM¨t  
Qwe †gjv, evsjv‡`k 
wkíKjv GKv‡Wwg, XvKv 
(2015); ‘wj‡¤^v’ `jMZ 
cÖ`k©bx, †e½j M¨vjvwi 

Ae dvBb AvU©, XvKv (2013); Qwe †gjv, `„K M¨vjvwi, 
XvKv (2011); Ges cvi‡¯úw±f, `„K M¨vjvwi (2010)| 
K¨vbfvm, †mŠw` A¨vivg‡Kv Iqvì© g¨vMvwRb, †jÝ KvjPvi 

Debasish Shom: Untitled, from the artist’ ongoing project, In the Rivers 

Dark. Image courtesy of the artist. 
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ChobiMela, Drik Gallery, Dhaka (2011); and Per-

spective, Drik Gallery (2010).  His work has been 

published in CANVAS, Saudi Aramco World 

magazine, and Lens Culture, among others. 

MARZIA FARHANA 
(b. 1985 in Dhaka, lives and works, Dhaka, Bangladesh) 

Marzia Farhana constructs precarious multi-

media installations informed by Joseph Beuys’ 

anthropological1 understanding of art. Her 

practice is time-and-space based, ongoing, and 

open to interpretation. Art for Farhana is an 

act of resistance, an act to resist the horror of 

the present wild condition of the world. She 

received her MA in Fine Art from Central Saint 

Martins in 2014, and her BA in Graphic Design 

from the University of Dhaka in 2009. She has 

attended residencies 

at the Khoj Interna-

tional Art Associa-

tion Residency, Goa, 

India (2017); and the 

16th International 

Festival in Iran 

(2010). Her exhibition 

history includes: You 

Cannot Cross the 

Sea Merely Staring 

at the Waves, 

Krinzinger Projekte, 

Vienna (2016); The Missing One, the Office for 

Contemporary Art Norway, Oslo (2016); the 

Dhaka Art Summit (2016); and a group exhibition 

at Amateur Gallery, Mumbai (2016).  

MIZANUR RAHMAN CHOWDHURY 
(b. 1981 in Noakhali, lives and works, Dhaka, Bangladesh) 

Mizanur Rahman Chowdhury’s interdisciplinary 

practice plays with everyday objects to create 

interactions, which sit between installation and 

mn AviI Ab¨vb¨ RvqMvq Zvi KvR cÖKvwkZ n‡q‡Q|

gvwR©qv dvinvbv
(Rb¥ 1985 XvKv, wbevm I Kg©¯’j XvKv, evsjv‡`k)

gvwR©qv dvinvbv †Rv‡md †evqm&-Gi wk‡íi b„ZvwË¡K1 
Dcjwäi wfwË‡Z AwbwðZ gvwëwgwWqv Bb÷‡jkb wbg©vY 
K‡ib| Zvi wkíPP©v mgq Ges ¯’vb wfwËK, Pjgvb, 
Ges A_©MZ w`K †_‡K Db¥y³| dvinvbvi Kv‡Q wkí GK 
ai‡bi cÖwZ‡iva, we‡k¦i eZ©gvb eb¨ cwiw¯’wZi fqvenZv 
cÖwZ‡iv‡ai GKwU Dcvq| wZwb 2014 mv‡j †m›U«vj 
†m›U gvwU©Ý †_‡K PviyKjvq GgG Ges 2009 mv‡j XvKv 
wek¦we`¨vjq †_‡K MÖvwdK wWRvBb wel‡q weG  wWwMÖ jvf 
K‡ib| wZwb †LuvR AvšÍR©vwZK AvU© G‡mvwm‡qkb †iwm‡W-
wÝ, ‡Mvqv, fviZ (2017); Ges 16Zg AvšÍR©vwZK Drme 

Biv‡b (2010) †iw-
m‡WwÝ jvf K‡ib| Zvi 
cÖ`k©bxmg~‡ni AšÍf©y³t 
BD K¨vb bU µm w` wm 
wgqviwj †÷qvwis A¨vU 
w` I‡qBfm, wµbwRsM-
vi ‡cªv‡R‡±, wf‡qbv 
(2016); w` wgwms Iqvb, 
w` Awdm Ae K‡›U‡¤ú-
vivwi AvU© biI‡q, 
Am‡jv (2016); XvKv 
AvU© mvwgU (2016); 
Ges A¨v‡gPvi M¨vjvwi’‡Z 

GKwU `jMZ cÖ`k©bx, gy¤^vB (2016)|

 1|    b„ZvwË¡Kt gvbeRvwZi Aa¨qb msµvšÍ

Marzia Farhana: Text Sculpture (2017), mixed-media installation including 

book shelf, books, wires, paper plates etc.  Image courtesy of the artist. 
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assemblage. By creating unfamiliar situations 

for everyday objects, Chowdhury creates new 

interpretations of familiar objects while opening 

new experimental 

territories with 

open-ended possi-

bilities. Chowdhury 

studied Printmaking 

at the University of 

Dhaka’s Faculty of 

Fine Art, graduating 

from his MA in 2011 

and BA in 2009.  

His work has been 

exhibited in:  Self 

Identity, Bangladesh 

National Museum, 

Dhaka (2016); Only 

God Can Judge Me ‘OGCJM’, Chemical Ind. 

Ltd. 273/276, Dhaka (2012); and ‘How Are You?’, 

Community Space Litmus Gallery, South Korea.  

OPPER ZAMAN 
(b. 1995 in Dhaka, lives and works, Dhaka, Bangladesh) 

Opper Zaman examines the daily scenarios 

and codes everyday people participate in to 

survive within society, addressing factors such 

as social standing as well as race and culture, 

in an attempt to understand what others expe-

rience. Using a wide variety of media, Zaman 

creates spaces in which his audience can 

engage with, his concepts on how other people, 

living different lives to his own, experience life. 

Zaman is currently working towards his BA at 

the University of Hertfordshire in the UK.  His 

recent exhibition history includes:  Reposition/

Collision, University of Hertfordshire, UK (2017); 

Discordant, Gallery Chitrak, Dhaka (2016); and 

Kibria Print Fair, Dhaka Art Centre (2015 and 

2014).  

wgRvbyi ingvb †PŠayix
(Rb¥ 1981 †bvqvLvjx, wbevm I Kg©¯’j XvKv, evsjv‡`k)

wgRvbyi ingvb †PŠayixi B›UviwWwmwcøbvwi wkíPP©v Bb÷‡-
jkb Ges A¨v‡m¤^‡-
jR-Gi gvSvgvwS 
†Kv_vI weivRgvb, 
†hLv‡b wkíx ‰`bw›`b 
e¨envh© wewfbœ e¯‘ wb‡q 
†Ljv K‡ib Ges Zv‡`i 
g‡a¨ wg_w®Œqv m„wó 
K‡ib| mvaviY bvbv e¯‘i 
Rb¨ ARvbv cwiw¯’wZ 
m„wó K‡i, †PŠayix cwiwPZ 
e¯‘i Rb¨ bZyb e¨vL¨v 
m„wó K‡ib, GKBmv‡_ 
AwgZ m¤¢vebvi bZzb 
hZ cix¶vg~jK †¶Î 
Db¥y³ K‡ib| †PŠayix 

XvKv wek¦we`¨vj‡qi PviyKjv Abyl‡` wcª›U‡gwKs wel‡q 
Aa¨qb K‡ib, †mLvb †_‡K 2011 mv‡j GgG Ges 
2009 mv‡j weG wWwMª AR©b K‡ib| Zvi wkíKg© cª`wk©Z 
n‡q‡Qt †mî/AvB‡Ww›UwU, evsjv‡`k RvZxq Rv`yNi, 
XvKv (2016); Abwj MW K¨vb RvR wg ÔIwRwm‡RGgÕ, 
†KwgK¨vj BÛvw÷«R wjwg‡UW 273/276, XvKv (2012); 
Ges ‘nvI Avi BD?’, KwgDwbwU †¯úm wjUgvm M¨vjvwi, 
`w¶Y †Kvwiqv|

Acvi Rvgvb
(Rb¥ 1995 XvKv, wbevm I Kg©¯’j XvKv, evsjv‡`k)

Ac‡ii AwfÁZv‡K †evSvi cÖ‡Póvq, Acvi Rvgvb, 
mgv‡R wU‡K _vK‡Z †hme ‰bwgwËK `„k¨Kí I ixwZmg~‡n 
gvbyl cÖwZw`b AskMªnY K‡i †m¸wj hvPvB K‡ib, KvR 
K‡ib mvgvwRK Ae¯’vb Ges Zvi cvkvcvwk RvwZ I ms¯‹…
wZi gZ welq¸wj wb‡q| A‡bK iK‡gi wgwWqv e¨envi 
K‡i, Rvgvb Ggb †¯úm wbg©vY K‡ib hvi g‡a¨ Zvi 
`k©K Avwef©~Z n‡Z cv‡ib, Ges wkíxi ‡_‡K AZ¨šÍ 
wfbœ iK‡gi RxebhvcbKvix gvbyl‡`i Rxe‡bi AwfÁZv 
m¤ú‡K© wkíxi aviYvi mv‡_ †hvM`vb Ki‡Z cv‡ib| 
Rvgvb eZ©gv‡b hy³iv‡R¨i nvU©‡dvW©kvqvi wek¦we`¨vj‡q 

Mizanur Rahman Sakib: War of Images (2016), mixed-media installation 

including Time Magazine, tracing paper, box, hammer, soap etc. Image 

courtesy of the artist.
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PALASH BHAT-
TACHARJEE 
(b. 1983, Chittagong, lives 

and works, Chittagong, 

Bangladesh) 

Palash Bhattacharjee 

bridges perfor-

mance, installation, 

and video within his 

practice. His works 

present aesthetic 

experimentations de-

rived from personal 

experience, set in 

relation to human 

sensitivities and emotion. These are conscious 

and unconscious expressions of his everyday 

behaviours, excitements, and obsessions within 

the context of a society where narratives of a 

human’s existential reality seem to loose mean-

ing in the face of larger political, social con-

cerns. Bhattacharjee 

received his MA in 

2010 and BA in 2009 

from the Department 

of Fine Art, Universi-

ty of Chittagong.  His 

work, and perfor-

mances, have been 

involved in numerous 

exhibitions, includ-

ing:  Ephemeral: 

Perennial, Daily Star 

Bengal Arts Precinct 

Gallery, Dhaka (2017); 

20th Young Artists Art Exhibition, Shilpakala 

Academy (2016); Self/Identity, National Muse-

um, Dhaka (2016); and 17th Asian Art Biennale, 

Bangladesh Shilpakala Academy (2016).  

Zvi weG ch©v‡qi cov‡kvbv m¤úbœ Ki‡Qb| Zvi mv¤cÖw-
ZK cÖ`k©bxi AšÍf©y³: 
wi‡cvwRkb/Kwjkb, 
nvU©‡dvW©kvqvi wek¦we`¨v-
jq, hy³ivR¨ (2016); 
wWmKW©¨v›U, M¨vjvwi 
wPÎK, XvKv (2016); 
Ges wKewiqv QvcwPÎ 
†gjv, XvKv AvU© †m›Uvi 
(2015 Ges 2014)|

cjvk fÆvPvh©¨
(Rb¥ 1983 PÆMªvg, wbevm I 
Kg©¯’j PÆMªvg, evsjv‡`k)

cjvk fÆvPvh©¨-Gi wkí PP©vq cvidg©¨vÝ, BÝU‡jkb 
Ges wfwWI’i gv‡S †mZyeÜb ¯’vwcZ nq| Zvi wkíK‡g© 
gvbe ms‡e`bkxjZvi Ges Av‡e‡Mi mv‡_ m¤úK©hy³ K‡i 
e¨w³MZ AwfÁZv †_‡K D™¢~Z bv›`wbK cix¶Y cwi‡ewkZ 
nq| GmeB mgvR, †hLv‡b gvby‡li Aw¯ÍZ¡ev`x ev¯ÍeZv, 
e„nËi ivR‰bwZK I mvgvwRK ¯^v‡_©i m¤§y‡L AvcvZ 

A_©nxb cÖZxqgvb nq †mB 
‡cª¶vc‡U Zvi(wkíxi) 
ˆ`bw›`b AvPiY, D‡ËRbv 
Ges Av‡e‡ki m‡PZb 
I A‡PZb Awfe¨w³| 
PÆMªvg wek¦we`¨vj‡qi 
PviyKjv wefvM ‡_‡K 
fÆvPvh©¨ 2010 mv‡j 
GgG Ges 2009 
mv‡j weG wWwMª jvf 
K‡ib| Zvi KvR Ges 
cvidg©¨vÝ, AmsL¨ 
cª`k©bxi mv‡_  Rwo‡q 
Av‡Q, hvi g‡a¨ K‡qKwU: 

G‡d‡givjt ‡c‡iwbqvj, ‡WBwj ÷vi †e½j AvU©m wcªwms± 
M¨vjvwi, XvKv (2017); 20Zg ZiyY wkíx wkí cª`k©bx, 
wkíKjv GKv‡Wwg (2016); †mî/AvB‡Ww›UwU, RvZxq 
hv`yNi, XvKv (2016); Ges mß`k Gwkqvb AvU© we‡qb-
v‡j, evsjv‡`k wkíKjv GKv‡Wwg (2016)|

Opper Zaman: Insulate (2016), casting plaster, found objects, nails, rope 

and projected film. Image courtesy: artist

Palash Bhattacharjee: Marked (2017), microphone set, photographs, 

hammer etc., in “Ephemeral Perennial” at the Daily Star-Bengal Arts 

Precinct, Dhaka. Image courtesy of the artist.  
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RAKIB AHMED 
(b. 1988 Netrakona, lives and works, Dhaka, Bangladesh) 

Rakib Ahmed is a photographer and director 

whose work has been published broadly. His 

project Faces of the City documents the lost 

black and white photography studios – those 

that used darkrooms – of Bangladesh’s past.  

Ahmed received a BA in Photography from 

Pathshala South Asian Media Academy in 2010. 

He past experience includes solo exhibition, 

Faces of the City, Britto Arts Trust, Dhaka (2017) 

and acting as Assistant Director of PUPET, 

during the Dhaka International Film Festival 

(2017).  

REETU SATTAR 
(b. 1981 Dhaka, lives and 

works, Dhaka, Bangladesh) 

Reetu Sattar is a 

theatre and perfor-

mance artist. Her 

practice redefines 

space through smell, 

sound, light, or taste 

to express concepts 

such as presence 

and absence, mem-

ory and loss, collec-

tive and resilience, 

individuality and 

originality, land and culture, time and space. Her 

work acts as a collective memory, or collage, of 

life’s vicious circle of forgetfulness, examining 

traditions or rituals that were once an important 

part of her culture, forgotten by time and the 

progression of society. Sattar has attended 

workshops internationally with renowned 

artists and theatre directors, including: Susan 

Phillpsz, Nikhil Chopra, Naila Azad and Lisabeth 

Holdt Jorgersen.  Her recent exhibition history 

includes:  Soil and Stones, Souls and Songs, 

ivwKe Avn‡g`
(Rb¥ 1988 †bÎ‡KvYv, wbevm I Kg©¯’j XvKv, evsjv‡`k)

ivwKe Avn‡g` GKRb Av‡jvKwPÎwkíx Ges cwiPvjK, 
hvi KvR e¨vcKfv‡e cªKvwkZ n‡q‡Q| Zvi ‘‡d‡mm 
Ae w` wmwU’ kxl©K cªKíwU AZxZ evsjv‡`‡ki nvwi‡q 
hvIqv mv`vKv‡jv Av‡jvKwPÎ ÷ywWI¸wji WKy‡g‡›Ukb 
K‡i- †h¸‡jv‡Z WvK© iy‡gi Pj wQj| Avn‡g` 2012 
mv‡j cvVkvjv-mvD_ Gwkqvb wgwWqv BÝwUwUDU  †_‡K 
Av‡jvKwPÎ wel‡q weG wWwMª jvf K‡ib| Zvi cª`k©bx-
mg~‡ni AšÍf©y³:  GKK cª`k©bx †d‡mm Ae w` wmwU, e„Ë 
AvU©m U«v÷, XvKv (2017); mnKvix cwiPvjK cv‡cU , 

XvKv AvšÍR©vwZK Pjw”PÎ 
Drme (2017)|

FZy mvËvi
(Rb¥ 1981 XvKv, wbevm I 
Kg©¯’j XvKv, evsjv‡`k)

FZy mvËvi GKRb gÂ 
Ges cvidg©¨vÝ wkíx| 
Zvi wkíPP©v MÜ, kã, 
Av‡jv, A_ev ¯^v‡`i 
gva¨‡g ¯’vb‡K cybivq 
msÁvwqZ K‡i hvi d‡j 

Dcw¯’wZ Ges Abycw¯’wZ, ¯§„wZ Ges we¯§„wZ, mgwóMZ 
Ges cªv‡Yv”Qj e¨w³¯^vZ‡š¿¨i Ges †gŠwjK‡Z¡i, †`k 
Ges ms¯‹„wZi, mgq Ges ¯’v‡bi gZ aviYv¸wj cªKvk 
cvq| Zvi wkíKg© mgwóMZ ¯§„wZ wKsev Rxe‡bi we¯§„wZi 
`yóP‡µi †KvjvR iƒ‡c KvR K‡i, wewfbœ cª_v wKsev 
AvPvivbyôvb hvPvB K‡i hv GKmgq Zvi ms¯‹…wZi ¸iyZ¡c~Y© 
Ask wQj, wKš‘ mgq I mgv‡Ri cªMwZi cªev‡n we¯§„Z 
n‡q †M‡Q| mvËvi AvšÍR©vwZKfv‡e L¨vZ wkíx Ges gÂ 
cwiPvjK‡`i mv‡_ eû AvšÍR©vwZK Kg©kvjvq AskMªnY 
K‡i‡Qb, hv‡`i g‡a¨:  myh¨vb wdwjcm, wbwLj †Pvcov, 
bvqjv AvRv` Ges wjm‡e_ †nvë B‡qvi‡Mi‡mi| Zvi 

Rakib Ahmed: Untitled (2016), new photograph taken on old set acquired 

from photography studio that cloosed.  Image courtesy of the artist.  
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mv¤cÖwZK cª`k©bxmg~‡ni 
AšÍf©y³: m‡qj A¨vÛ 
†÷vb&m, †mvjm& A¨vÛ 
msm, c¨viv-mvBU, nsKs 
(2017); 9g Qwe‡gjv 
AvšÍR©vwZK Av‡jvK-
wPÎ Drme (2017); 
BR&›U BU UvBg BD 
†jU wg †Mv?, †e½j 
cvidg©¨vÝ AvU© mßvn, 
XvKv (2016); mß`k 
Gwkqvb AvU© we‡qbv‡j, 
XvKv (2016) mn AviI 

Ab¨vb¨|

†kL mvweŸi Avjg
(Rb¥ 1982 Kzwóqv, wbevm I Kg©¯’j XvKv, evsjv‡`k)

‡kL mvweŸi Avjg Zvi wPšÍvfvebv‡K we¯ÍvwiZfv‡e cªKvk 
Ki‡Z wd«n¨vÛ W«wqs PP©v‡K Avcb K‡i wb‡q‡Qb, hv Av‡iv 
¯’vqx GKwU cªwµqvq weewZ©Z n‡q‡Q, cªavbZ ‡cBw›Us-Gi 
iƒc wb‡q‡Q| Avjg †KvbI welq m¤^‡Ü Zvi Dcjwä‡K 
cªKvk Kivi ¯^v‡_© e¨eüZ cªwµqvi cªwZwU avc‡K eiY 
K‡i †bb; cªwZwU we›`y, †iLv, AvK…wZ ev iO Zv‡K GKwU 
aviYvi we¯ÍvwiZ QK ‰Zwi Ki‡Z mvnvh¨ K‡i| Zvi 
wkíK‡g© Avgv‡`i Bw›`ªq¸wji Kvh© cªwµqv cª`wk©Z nq, 
Dcv`vbmg~n Ges cªwµqvq Zv‡`i Ae¯’vb eY©bvKvix 
gvbwPÎ MwVZ nq| Avjg 2012 mv‡j biI‡q’i Am‡jv 
b¨vkbvj A¨vKv‡Wwg Ae AvU©m †_‡K GgG wWwMª AR©b 
K‡ib Ges 2008 mv‡j e‡iv`v’i GgGm wek¦we`¨vj‡qi, 
PviyKjv Abyl` †_‡K weG wWwMª AR©b K‡ib| Zvi wbe©vwPZ 
cª`k©bxi AšÍf©y³t Bqvs BbfvB‡UW, M¨vjvwi GjGbGg 
Am‡jv (2017); w¯úªs ‡dwjs’m, M¨vjvwi †mBjWy‡Kb, 
Am‡jv b¨vkbvj A¨vKv‡Wwg Ae AvU©m (2016); ‡W‡Rb 
Gwkqvb AvU© †kv, ‡Kvwiqvb ‡UªW Gw·wekb †m›Uvi, 
`w¶Y †Kvwiqv (2014); Ges 20Zg RvZxq wkí cª`k©bx, 
wkíKjv GKv‡Wwg, XvKv (2013)|

Para-Site, Hong Kong 

(2017); 9th Chobi-

mela International 

Photography Festival 

(2017); Isn’t It Time 

You Let Me Go?, 

Bengal Performance 

Art Week, Dhaka 

(2016); 17th Asian 

Art Biennale, Dhaka 

(2016); among others. 

SHIKH SABBIR 
ALAM 
(b. 1982 in Kushtia, lives and works, Dhaka, Bangladesh) 

Shikh Sabbir Alam embraces the practice of 

freehand drawing to plot out his thoughts, 

which evolve into a more permanent process, 

predominantly painting. Alam embraces each 

part of the process to express his understand-

ing of a subject; each dot, line, shape or colour 

helps him to map out an idea. His work portrays 

the process of our sensory system, creating a 

map to describe the elements and their posi-

tion within the process. Alam received his MA 

from the Oslo National Academy of the Arts, 

Norway in 2016 and his BA from the Faculty of 

Fine Art, MS University, Baroda in 2008.  His 

selected exhibition history includes:  Young In-

vited, Gallery LNM Oslo (2017); Spring Felling’s, 

Galleri Seilduken, Oslo National Academy of 

Arts (2016); Daejeon Asian Art Show, Korean 

Trade Exhibition Centre, South Korea (2014); 

and the 20th National Art Exhibition, Shilpakala 

Academy, Dhaka (2013).  

Shikh Sabbir Alam: Full installation at the “Master” show at Kunstnernes 

Hus Oslo, Norway, 2016.  Image courtesy of the artist. 
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The Samdani Art Award has quickly become one of the most prestigious 

accolades in Bangladesh for emerging and talented artists within the age 

range of 20-40.  We, at Delfina Foundation, have been honoured to partner 

with the Samdani Art Foundation on the last two editions.  Award recipients 

Ayesha Sultana (2014) and Rasel Chowdhury (2016) have undertaken residen-

cies at Delfina Foundation in London as a result. By offering a residency, the 

Samdani Art Award further extends the exposure and profile of Bangladeshi 

contemporary art at large, while also supporting the professional develop-

ment of the individual recipient. 

As we have experienced at Delfina Foundation, a residency can be a 

career-defining moment for an artist to develop their ideas, sharpen their 

practice and widen their networks. Previous residents have received signifi-

cant critical recognition and financial success. We are proud that just as our 

former resident artists have been commissioned by major biennales, collect-

ed by international institutions and broken auction house records, they have 

also contributed to social change at home and defined what it means to be a 

global citizen. 

A key component of the award has also been the exposure that all of the 

shortlisted artists have gained from the esteemed international jury, which 

over the last two editions have included curators from the Guggenheim Mu-

seum (USA), Dia Art Foundation (USA), Khoj International Artists’ Association 

(India), Tensta Stockholm (Sweden), Para Site (Hong Kong), New Museum 

(USA) and Queensland Art Gallery (Australia), to name a few.  Each member 

of the jury has brought a wealth of experience in international art practices, 

and combined they have a strong knowledge of the wider Middle East, North 

Africa and South Asia regions.

In 2016, Daniel Baumann, director of Kunsthalle Zurich, curated the award 

show, mentoring each of the shortlisted candidates.  In 2018, Simon Castets, 

director of Swiss Institute, will take up the role.  We look forward to the next 

edition of the award at the fourth Dhaka Art Summit and to continue offering 

this important opportunity and to help build the next generation of contem-

porary artists in Bangladesh. 

Aaron Cezar,  

Director, Delfina Foundation
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Ômvg`vbx AvU© A¨vIqvW©Õ Lye Aí mg‡qi g‡a¨B D`xqgvb Ges cªwZfvevb ZiæY wPÎwkíx‡`i 
Kv‡Q evsjv‡`‡ki Ab¨Zg gh©v`vc~Y© Avmi wn‡m‡e ¯’vb K‡i wb‡q‡Q| MZ `yB eQi mvg`vbx 
AvU© dvD‡Ûk‡bi Mwe©Z mn‡hvMx wn‡m‡e Avgiv, ‡Wjwdbv dvD‡Ûkb, KvR K‡i hvw”Q| 
Gi djkÖæwZ‡Z, MZ `yB Avm‡ii c`KweRqx Av‡qkv myjZvbv (2014) Ges iv‡mj ‡PŠayix 
(2016) jÛ‡b Aew¯’Z ‡Wjwdbv dvD‡Ûk‡b AwZw_ wkíx wn‡m‡e emev‡mi Rb¨ Avgwš¿Z 
nb| AwZw_ wkíx wn‡m‡e m¤ú~Y© bZyb cwi‡e‡k ågY Ges emev‡mi my‡hvM m„wói gva¨‡g 
Ômvg`vbx AvU© A¨vIqvWÕ evsjv‡`kx mgmvgwqK wPÎwk‡íi cwiwPwZ Ges weKvk NUv‡bvi 
cvkvcvwk c`Kcªvß‡`i ‡ckvMZ weKv‡k Ae`vb ‡i‡L P‡j‡Q| 
c~e©eZ©x wkíx‡`i AwfÁZvi Av‡jv‡K Avgv‡`i GB wek¦vm †h- ‡Wjwdbv dvD‡Ûkb GKRb 
wkíxi wPšÍv I PP©vi weKv‡ki cvkvcvwk Zvi ‡ckvMZ ‡¶‡Îi cwiwai e¨vcK we¯Ív‡i AZ¨šÍ 
mnvqK f~wgKv cvjb K‡i| c~e©eZ©x wkíx‡`i Avw_©K mvd‡j¨i cvkvcvwk wkí‡ev×v‡`i gv‡S 
Zv‡`I Avjv`v cwiwPwZ ZviB mv¶¨ enb K‡i| Avgiv Mwe©Z Avgv‡`i AwZw_ wkíxiv ïaygvÎ 
¸iæZ¡c~Y© wØ-evwl©K wPÎ cª`k©bxi mvdj¨, AvšÍR©vwZK ms¯’vi ¯^xK…wZ, Avi wbjv‡g BwZnvm 
m„wói gv‡SB ïay wb‡R‡`i mxgve× iv‡Lbwb, eis GKB mv‡_ mgv‡Ri Dbœqbg~jK cwieZ©b 
G‡b ‰ewk¦K bvMwiK wn‡m‡e wb‡R‡`i‡K c~Y©iæ‡c ‡g‡j ai‡Z m¶g n‡q‡Qb| 
GB c`‡Ki AZ¨šÍ Zvrch©c~Y© w`KwU n‡jv msw¶ß ZvwjKvq D‡V Avmv wPÎwkíx‡`i mv‡_ 
AvšÍR©vwZK L¨vwZ m¤úbœ wePviK‡`i ‡gjeÜb| weMZ `yB Avm‡i ¸‡MbnvBg Rv`yNi (gvwK©b 
hy³ivó«), w`qv AvU© dvD‡Ûkb (gvwK©b hy³ivó«) ‡LvuR B›Uvib¨vkbvj AvwU©÷ G¨v‡mvwm‡qkb 
(fviZ), ‡ZÝZv ÷K‡nvg (myB‡Wb), cviv mvBU (nsKs), wbD wgDwRqvg (gvwK©b hy³ivó«), 
Ges KzBÝj¨vÛ AvU© M¨vjvwimn (A‡÷ªwjqv) bvgKiv wewfbœ Rv`yN‡ii ZË¡veavqK‡`i Avgš¿Y 
Rvbv‡bv nq| cª‡Z¨K ZË¡veavqKB Zv‡`i AvšÍR©vwZK AwfÁZvi Szwj mv‡_ K‡i wb‡q G‡m-
wQ‡jb, hv mgwóMZfv‡e ga¨cªvP¨, DËi Avwd«Kv, Ges `w¶Y Gwkqv AÂj¸‡jvi Rxebaviv 
Ges ms¯‹…wZi GK wgjb‡gjvq iƒc ‡bq| 
2016 mv‡ji Avm‡i KzÝ_v‡j Rywi‡Li cwiPvjK, W¨vwb‡qj evDgvb wbR ZË¡veav‡b msw¶ß 
ZvwjKvi AskMªnYKvix cªwZwU wkíx‡K civgk© w`‡q Ges AwfÁZv eY©bv K‡i mnvqZv K‡ib| 
AvMvgx 2018 mv‡ji Avm‡i evDgv‡bi ¯’jvwfwl³ n‡eb myBm BÝwUwUD‡Ui mb¥vwbZ cwiPv-
jK mvBgb Kvm&‡UUm&| Avgiv PZy_© XvKv AvU© mvwgU Dcj‡¶¨ ïfKvgbv RvbvB Ges Mwe©Z 
Askx`vi wn‡m‡e ¸iæZ¡c~Y© GB Av‡qvR‡bi cv‡k ‡_‡K mgmvgwqK wPÎwkíx‡`i fwel¨r cªRb¥ 
M‡o ‡Zvjvi Avkv cªKvk KiwQ|      

A¨vib wmRvi, 
cwiPvjK, ‡Wjwdbv dvD‡Ûkb
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SAMDANI ART 
AWARD JURY

MONA HATOUM
Mona Hatoum’s poetic and political oeuvre is 

realised in a diverse and often unconventional 

range of media, including 

installations, sculpture, video, 

photography and works on 

paper.Hatoum started her 

career making visceral video 

and performance work in the 

1980s that focused with great 

intensity on the body. Since 

the beginning of the 1990s, 

her work moved increasingly 

towards large-scale installations 

that aim to engage the viewer in 

conflicting emotions of desire 

and revulsion, fear and fascination. In her 

singular sculptures, Hatoum has transformed 

familiar, every-day, domestic objects such as 

chairs, cots and kitchen utensils into things 

foreign, threatening and dangerous. Even the 

human body is rendered strange in works such 

as Corps étranger (1994) or Deep Throat (1996), 

installations that use endoscopic journeys 

through the interior landscape of the artist’s 

own body. In Homebound (2000) and Sous 

Tension (1999) Hatoum uses an assemblage of 

household furniture wired up with an audibly 

active electric current – combine a sense of 

threat with a surrealist sense of humour to 

create works that draw the viewer in on both 

an emotive and intellectual level. In smaller 

sculptures such as Traffic (2004) and Twins 

(2006) Hatoum uses found materials, rich with 

patina and laden with personal resonance, to 

mvg`vbx AvU© A¨vIqvW© 
Gi wePviKiv

†gvbv nv‡Zvg
1952 mv‡j †jevb‡bi ˆeiæ‡Z GK wdwjw¯Íwb 
cwiev‡i †gvbv nv‡Zv‡gi Rb¥ nq| eZ©gv‡b Zvi 

wbevm I Kg©¯’j GKvav‡i jÛb 
I evwj©b| wZwb AmsL¨ ¸iæZ¡en 
`jMZ cª`k©bx‡Z AskMªnY 
K‡i‡Qb, hvi g‡a¨ ‘w` Uvb©vi cªvBR’ 
(1995), ‘†fwbm weGbv‡j’ (1995 
I 2005), ‘WKz‡g›Uv XI, Kv‡mj’ 
(2002), ‘weGbv‡j Ae wmWwb’ 
(2006), “w` B¯Ívbeyj weGbv‡j’ 
(1995 I 2011) Ges ‘w` wdd&_ 
g‡¯‹v weGbv‡j Ae K‡›U‡¤úvivwi 
AvU©’ (2013) AšÍf©y³|
GKK cª`k©bxi g‡a¨ ‘wgDwRqvg 
Ae K‡›U‡¤úvivwi AvU©’, wkKv‡Mv 

(1997), ‘w` wbD wgDwRqvg Ae K‡›U‡¤úvivwi AvU©’, 
wbD BqK© (1998), ‘K¨v‡÷‡jv w` wi‡fvwj’, Zzwib 
(1999), ‘†UBU e„‡Ub’ jÛb (2000), ‘n¨vgeyM©vi 
KzÝ_j’, KzÝU&wgDwRqvg eb, ‘g¨vMvwmb 3’, ÷K‡nvg 
(2004) Ges ‘wgDwRqvg Ae K‡›U‡¤úvivwi AvU©’, 
wmWwb (2005) AšÍf©y³| mv¤cÖwZK cª`k©bxi g‡a¨ 
Av‡Q ‘†gRvim Ae G›U¨vs‡Mj‡g›U’ BDwmwmG, 
†eBwRs (2009), ‘B‡›Uwiqi j¨vÛ‡¯‹c’, d›`vwhAb 
Kz‡qwiwb ÷v¤úvwjqv, †fwbm (2009), ‘DBU‡bm’, 
ˆeiæZ AvU© †m›Uvi, ˆeiæZ (2010), ‘†j Mªv›` gu`’ 
dz›`vwmqb gv‡P©wj‡bv ewZb, m¨v‡›UÛvi (2010) Ges 
2011 mv‡j †RvA¨vb wg‡iv cyi¯‹vi we‡RZv wn‡m‡e 
wZwb ev‡m©‡jvbvq 2012 mv‡j ‘dz›`vwmI †RvA¨vb 
wg‡iv’-†Z GKwU GKK cª`k©bx K‡ib| 2013-14 
mv‡j wZwb h_vµ‡g ‘KzÝU&wgDwRqvg †mB›U M¨v‡jb’ 
Ges †`vnvw¯’Z ‘gvZnvd t Avie wgDwRqvg di gWvb© 
AvU©’-G GKK cª`k©bx K‡ib| mv¤cÖwZK, 1970-Gi 
`kK †_‡K eZ©gvb ch©šÍ †gqv‡` iwPZ 100 †_‡KI 
†ewk wkíKg© wb‡q GKwU wewkó åvg¨gvY cª`k©bx 
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create poetic, beguiling works on an intimate 

scale.

RUNA ISLAM
Runa Islam’s work challenges and explores 

the structures, materiality and histories of 

representation and visuality, often in relation 

to cinematographic and architectural concerns. 

Adopting diverse methods and approaches 

in the presentation of her 

work, she disrupts, alters 

and enhances visual and 

architectural space, shifting 

perception and drawing 

attention to the act of seeing. 

In her last film works, the artist 

uses an increasingly pared-back 

filmic language to delve ever 

more deeply into questions 

of visuality, perception 

and the role of lens-based 

technologies in mediating 

how we see and understand 

the world. Sequences of 

almost abstracted images suggest the material 

aspects of film, the shimmer of celluloid or 

the grains of silver halide crystals. Her visual 

syntax is often so restricted that the image is 

all but denied. What comes to the fore is the 

act of looking itself. In Magical Consciousness 

(2010), for example, the back of a Japanese 

folding screen serves as an allegory for ‘the 

silver screen’, while This Much is Uncertain 

(2009-2010) relates the grain of film stock 

to the glittering volcanic sand found on the 

Italian island of Stromboli. Islam’s recent 

work, Emergence (2011), is a 35 mm film of a 

photographic print being processed in a dark 

room. Stripped back to a stark monochrome 

‘†m›Uvi cw¤ú‡`vD’ c¨vwim (2015), ‘†UBU gWvb©, 
jÛb (2016) Ges ‘†KAvBGmGgG’ (wKqvmgv), 
†njwmswK (2016-17)-†Z AbywôZ n‡q‡Q|

iæbv Bmjvg
iæbv Bmjv‡gi Kv‡R cªvqB wm‡bg¨v‡UvMªvwd Ges 
¯’vcZ¨Kjvi mv‡_ m¤ú„³ Dc¯’vcb I `„k¨gvbZvi 
KvVv‡gv, e¯‘MZ w`K Ges BwZnvm‡K P¨v‡jÄ I 

A‡š^lY Kiv nq| wZwb Zvi 
wkíK‡g©i Dc¯’vcbvq ˆewPÎc~Y© 
c×wZ I †KŠkj e¨envi K‡i, 
wfRy¨qvj I AvwK©‡UKPvivj †¯úm-
‡K P‚Y©-weP‚Y© K‡ib, cwiewZ©Z 
Ges cwiewa©Z K‡ib, hvi d‡j 
fvebv cwiewZ©Z nq Ges `k©b 
wµqvi cªwZ g‡bv‡hvM AvK…ó nq|
wkíx Zvi mv¤cÖwZK Pjw”P‡Î 
µgea©gvb †cqvW©-e¨vK wdj¥ 
j¨vs¸‡qR e¨envi K‡i‡Qb 
`„k¨gvbZv, fvebv Ges RMZUv‡K 
†`Lv I †evSvi †¶‡Î †jÝ-wfwËK 
cªhyw³i ga¨¯’Zvi gZ cªkœ¸wj‡K 
AviI Mfxifv‡e Abyaveb Kievi 

Rb¨| cªvq weg~Z© wPÎmg~n w`‡q wbwg©Z wmKz‡qÝ 
Bw½Z K‡i wd‡j¥i e¯‘MZ w`K¸wji cªwZ, wSjwgj 
Kiv †mjyj‡qW A_ev wmjfvi n¨vjvBW ùwU‡Ki 
`vbvi cÖwZ| Zvi wfRy¨qvj wm›U¨v· A‡bK mgq 
B‡gR‡K GZUvB mxgve× K‡i †h Zv cªvq A¯^xK…Z 
nq| `k©b wµqvUvB ZLb mvg‡b P‡j Av‡m| 
D`vniY¯^iƒc ‘g¨vwRKvj Kbkvm‡bm’ (2010)-G 
GKwU Rvcvbx †dvwìs c`©vi †cQ‡bi w`K, ‘iƒcvwj 
c`©vi’ iƒcK wn‡m‡e e¨eüZ nq, Avevi ‘w`m gvP 
BR Avbmv‡U©Bb’ (2009-2010) Pjw”PÎwU, wdj¥ 
÷K-Gi †MªBb-Gi mv‡_ BZvwji ÷ª‡¤^vwj Øx‡ci 
wSwKwgwK Av‡Mœq evwj‡K m¤ú„³ K‡i| Bmjv‡gi 
mv¤cÖwZK KvR, ‘Ggv‡R©Ý’ (2011) nj, WvK© iæ‡g 
GKwU d‡UvMªvwdK wcª›U cªwµqvKi‡Yi Dci wbwg©Z 
GKwU 35wgwg wdj¥| GB wm‡bgvq †Kej jvj-Kv‡jv 
g‡bv‡µvg is e¨envi K‡i w¯’i wPÎ I Pjw”P‡Îi 
we‡ivac~Y© A_P wbweofv‡e mshy³ m¤^‡Üi welqwU 
Av‡jvwPZ n‡q‡Q| Zvi mv¤cÖwZK Kv‡R, wd‡j¥i 
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palette of black and red, it considers the 

contradictory yet cloosely linked relationship 

between the still and the moving image. Her 

recent works highlights the material shifts of 

film and includes Islam’s process of reclaiming 

the silver from exposed celluloid to create cast 

sculptures and drawings. Runa Islam was born 

in 1970 in Dhaka, Bangladesh. She lives and 

works, London, UK. Solo exhibitions include 

Verso, SFMoma (2016), Anatomical Study, Kiosk, 

Ghent (2014), Dogs Devouring Horses/The 

Move, Arter, Istanbul (2012), Projects 95: Runa 

Islam MOMA, New York (2011), Runa Islam, Site 

Santa Fe, Santa Fe, New Mexico (2011), Runa 

Islam, Musée d’art Contemporain de Montréal 

(2010) and Museum of Contemporary Art, 

Sydney (2010). She has participated in many 

group exhibitions, including Looking around 

corners, Turner Contempory, Margate (2016) 

Fassbinder Now, Martin Gropius Bau (2015), 

The Present of Modernism, Mumok (2014), the 

11th Sharjah Biennial (2013), 6th Asia Pacific 

Triennale, Queensland Art Museum, Brisbane 

(2009), The Cinema Effect, Hirshhorn Museum 

and Sculpture Garden, Washington (2008) 

the Turner Prize, Tate Britian (2008), Brave 

New Worlds, Walker Art Center, Minneapolis 

(2007) the 51st International Venice Biennale 

(2005), More than This! Negotiating Realities, 

Göterborg International Biennale for 

Contemporary Art (2005) and 8th International 

Istanbul Biennial (2003).

DcKiYMZ cwieZ©‡bi Dci Av‡jvKcvZ Kiv 
n‡q‡Q Ges G KvR¸wj‡Z, G·‡cvRW †mjyj‡qW 
†_‡K iƒcv cybiæ×vi K‡i Bmjvg wKfv‡e fv¯‹h© I 
wPÎ ˆZwi K‡ib Zvi cªwµqv AšÍf©y³ Kiv n‡q‡Q|
iæbv Bmjv‡gi Rb¥ 1970 mv‡j, evsjv‡`‡ki 
XvKvq| Zvi wbevm I Kg©¯’j hy³iv‡R¨i jÛ‡b| 
GKK cª`k©bxi g‡a¨ Av‡Q ‘fv‡m©v’ GmGd‡gvgv 
(2016), ‘A¨vbvUwgKvj ÷vwW’, wKq¯‹, †N›U 
(2014), ‘WM&m wWfvIqvwis n‡m©m/w` gyf’ AvU©vi, 
B¯Ívbeyj (2012), ‘†cªv‡R±m 95t iæbv Bmjvg 
GgIGgG’, wbD BqK© (2011), ‘iæbv Bmjvg’, mvBU 
m¨v›Uv †d, m¨v›Uv †d, wbD †gw·‡Kv (2011), ‘iæbv 
Bmjvg’, wgDwR `¨’AvU© K‡›U‡¤úv‡iBb w` gw›Uª‡qj 
(2010) Ges wgDwRqvg Ae K‡›U‡¤úvivwi AvU©, 
wmWwb (2010)| wZwb eû `jMZ cª`k©bx‡Z Ask 
wb‡q‡Qb, hvi gv‡S ‘jwKs A¨vivDÛ Kb©vm©’ Uvb©vi 
K‡›U‡¤úvivwi, gv‡M©BU (2016), ‘d¨vmevBÛvi 
bvI’, gvwU©b †Mªvwcqvm evD (2015), ‘w` †cª‡R›U 
Ae gWvwb©Rg’, gygK (2014), ‘w` B‡j‡fš’ kvihvn 
weGbv‡j’ (2013), ‘wm·_ Gwkqv c¨vwmwdK 
wUªGbv‡j’, KzBÝj¨vÛ AvU© wgDwRqvg, weªmeb 
(2009), ‘w` wm‡bgv B‡d±’ nvk©nb© wgDwRqvg A¨vÛ 
¯‹víPvi Mv‡W©b, IqvwksUb (2008), ‘w` Uvb©vi 
cªvBR’, †UBU e„‡Ub (2008), ‘†eªBf wbD Iqvì©m’, 
IqvKvi AvU© †m›Uvi, wgwbqv‡cvwjm (2007), 
‘w` wddwU-dv÷© B›Uvb¨©vkbvj †fwbm weGbv‡j’ 
(2005), ‘†gvi `¨vb w`m! †b‡Mvwk‡qwUs wi‡qwjwUm’, 
†MvUvievM© B›Uvb¨©vkbvj weGbv‡j di K‡›U‡¤úvivwi 
AvU© (2005) Ges ‘GBU&_ B›Uvb¨©vkbvj B¯Ívbeyj 
evBGwbqvj’ (2003) AšÍf©y³|

kxjv †MŠov
kxjv †MŠov (Rb¥ 1957, fvi‡Zi f`ªveZx‡Z) 
GKRb mgmvgwqK wkíx hvi Kg©¯’j I wbevm 
†e½v‡jvi-G| †MŠov GKRb cªwkw¶Z wPÎKi 
whwb Zvi wkí mvabv‡K fv¯‹h© I BÝU‡jkb 
gva¨g¸wj‡ZI we¯Í„Z K‡i‡Qb| †m‡¶‡Î wZwb 
gvby‡li Pzj, †Mvei, a~c, KzgKzg-Gi (mvaviYZ 
†jvwnZ e‡Y©i GK cªKvi cªvK…wZK i‡Oi ¸uov) gZ 
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SHEELA GOWDA  
Sheela Gowda (born 1957 in Bhadravati, India) 

is a contemporary artist living and working 

in Bangalore. Trained as a painter Gowda 

expanded her practice into 

sculpture and installation 

employing a diversity of 

material like human hair, cow-

dung, incense and kum kum 

powder (a natural pigment 

most often available in brilliant 

red). Her artistic education 

took place at Ken School of 

Art, Bangalore; MS University, 

Baroda; Bangalore University; 

Vishwabharati University, 

Santiniketan, as well as at the 

Royal College of Art, London. 

Gowda is known for her 

‘process-orientated’ work, inspired by everyday 

labor experiences of marginalised people in 

India. Sheela Gowda lives in Bangalore. She 

was a finalist for the 2014 Hugo Boss Prize. Her 

work has been exhibited at major museums and 

institutions around the world and at exhibitions 

such as documenta (2007), Venice Biennale 

(2009), Sharjah Biennial (2009), Busan Biennial 

(2012), and Gwangju Biennale (2014). 

SUBODH GUPTA
Subodh Gupta was born in 1964 in Khagaul, 

India and now lives and works, New Delhi.  

Before his education as a visual artist, Gupta, 

who is passionate about film, was a street 

theatre actor. The artist’s change of residence 

from his native village to a major urban center 

is in a way an allegory of today’s India. The 

growing middle class that migrated from villages 

to large cities is eagerly clearing the path for 

change and the dominance of global capitalist 

ˆewPÎ¨gq DcKiY e¨envi K‡i‡Qb| †Kb& ¯‹yj 
Ae AvU©, †e½v‡jvi; GgGm BDwbfvwm©wU, ev‡iv`v; 
†e½v‡jvi BDwbfvwm©wU; wek¦fviZx BDwbfvwm©wU, 
kvwšÍwb‡KZb, GQvovI iq¨vj K‡jR Ae AvU©, jÛb 

†_‡K wZwb wk¶vMªnY K‡ib| 
†MŠov Zvi ‘cª‡mm-Iwi‡q‡›UW’ 
Kv‡Ri Rb¨ cwiwPZ, hv fvi‡Zi 
cªvwšÍK Rb‡Mvôxi ˆ`bw›`b †L‡U 
LvIqvi AwfÁZv Øviv AbycªvwYZ|
kxjv †MŠov †e½v‡jv‡i evm 
K‡ib| wZwb 2014 mv‡ji 
wnD‡Mv em cyi¯‹v‡ii Rb¨ P‚ovšÍ 
ch©v‡q g‡bvbxZ‡`i GKRb| Zvi 
wkíKg© we‡k¦i wewkó me Rv`yNi, 
cªwZôvb Ges wkí cª`k©bx‡Z 
†`Lv‡bv n‡q‡Q, †hgb- ‘WKz‡g›Uv’ 
(2007), ‘†fwbm weGbv‡j’ 
(2009), ‘kvihvn evBGwbqvj’ 
(2009), ‘eyhvb evBGwbqvj’ 

(2012) Ges ‘¸qvsRy weGbv‡j’ (2014)|

my‡eva ¸ßv
my‡eva ¸ßv Rb¥MªnY K‡ib 1964 mv‡j, fvi‡Zi 
LvMvDj-G Ges eZ©gv‡b Zvi wbevm I Kg©¯’j bqv 
w`wjø| wd‡j¥i cªwZ Mfxi ggZvekZ, wfRy¨qvj wkíx 
wn‡m‡e cªwk¶Y Mªn‡Yi AvM ch©šÍ ¸ßv GKRb c_
bvU¨ Awf‡bZv wQ‡jb| Rb¥¯’j Mªvg †_‡K gyL¨ GKwU 
bMi‡K‡›`ª wkíxi wbevm ¯’vbvšÍ‡ii NUbvwU eZ©gvb 
fvi‡Zi iƒcK¯^iƒc| weKvkgvb ga¨weË †kªYx, 
hviv Mªvg †_‡K eo kni¸wj‡Z wbevm ¯’vbvšÍwiZ 
K‡i‡Q, Zviv AvMª‡ni mv‡_ ˆewk¦K cyuwRevw` ms¯‹…
wZi iƒcvšÍi I Zvi cªfve we¯Ív‡ii c_ iPbv Ki‡Q| 
GB cwieZ©b cªwµqvq Aek¨¤¢vexfv‡e hv wKQy nvwi‡q 
hvq Zvi cªwZ ¸ßv AvMªnx| ¸ßv’i wkíKg© wewkó 
AvšÍR©vwZK e¨w³MZ I cªvwZôvwbK msMªnmg~‡n ¯’vb 
K‡i wb‡q‡Q Ges wZwb wek¦Ry‡o AmsL¨ cª`k©bxi g~j 
AvKl©Y nIqvi gh©v`v jvf K‡i‡Qb| my‡eva ¸ßv’i 
wkíKg© we‡k¦i gyL¨ me Rv`yN‡ii msMª‡ni Ask, 
hv‡`i g‡a¨ ‘†m›Uvi R‡R©m cw¤ú‡`vD’, c¨vwim, d«vÝ; 
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culture. Gupta is interested in what inevitably 

disappears in the process of such change. 

Gupta’s works are featured in 

major international private and 

institutional collections and he 

has been the focus of numerous 

shows worldwide. Works by 

Subodh Gupta are in the 

collections of major museums 

worldwide, among them Centre 

Georges Pompidou, Paris, 

France; the Tate Collection, 

London, England; The Astrup 

Fearnley Museum of Modern Art, 

Oslo, Norway; the Museum of 

Fine Arts, Houston TX, USA and 

The Israel Museum, Jerusalem, 

Israel. Gupta is represented by:  Nature Morte 

(New Delhi, India) Hauser & Wirth (London, 

England; Zurich, Switzerland; New York NY) 

Galleria Continua (San Gimignano, Italy; Le 

Moulin, France; Beijing, China) Arario Gallery 

(Seoul, Korea; Beijing, China; Cheonan, Korea). 

‘w` †UBU Kv‡jKkb’, jÛb, Bsj¨vÛ; ‘w` A¨v÷ªvc 
wdqvb©wj wgDwRqvg Ae gWvb© AvU©’, Am‡jv, biI‡q; 

‘w` wgDwRqvg Ae dvBb AvU©m’, 
wnDmUb †U·vm, gvwK©b hy³ivóª 
Ges ‘w` Bmiv‡qj wgDwRqvg’, 
†Riæhv‡jg, Bmiv‡qj D‡jøL‡hvM¨|
my‡eva ¸ßv’i cªwZwbwaZ¡ K‡it
‘†bPvi gU©’ (bqv w`wjø, fviZ), 
‘nvDmvi A¨vÛ DB_©’ (jÛb, 
Bsj¨vÛ; hywiL, myBRvij¨vÛ; wbD 
BqK©), ‘M¨vjvwiqv Kw›UwbDqv’ (mvb 
wRwgbv‡bv, BZvwj; †j †gŠwjb, 
d«vÝ; †eBwRs, Pxb), ‘AvivwiI 
M¨vjvwi’ (wmDj, †Kvwiqv; †eBwRs, 
Pxb; wPIbvb, †Kvwiqv)
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LIST OF MENTORS

ALEXIE GLASS KANTOR 
Executive Director, Artspace, Sydney and Curator, Encounters, 

Art Basel Hong Kong 

Alexie Glass-Kantor is Executive Director of 

Artspace, Sydney, supporting the commissioning 

of contemporary art, 

publishing initiatives, 

and research 

residencies for artists 

and curators. Since 

1999 she has curated 

or co-curated over one 

hundred exhibitions 

across independent 

spaces, collecting 

institutions, biennials 

and festivals, collaborating with international 

artists across generations to develop projects 

throughout the Asia-Pacific, Europe and North 

America. Prior to her appointment to Artspace 

she was Director–Senior Curator, Gertrude 

Contemporary, Melbourne and worked in 

Curatorial at the Australian Centre for the 

Moving Image. Glass-Kantor is the Chair of the 

Contemporary Art Organisations of Australia 

and on the Academic Board of the National Art 

School. She is curator of the Encounters sector 

for Art Basel | Hong Kong 2015-2017.

MENTOR TO 
PALASH BHATTACHARJEE 

Palash Bhattacharjee: Compose (2018), five channel 

video installation.  Courtesy of the artist.  
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ANITA DUBE 
Artist and Curator, Kochi-Muziris Biennale 2018 

Indian contemporary artist Anita Dube is the 

curator for the fourth edition of the Kochi-

Muziris Biennale (KMB), beginning December 

2018.  An art historian 

and critic by training and 

a visual and performance 

artist in practice, 

Dube’s conceptually-

rich, politically-charged 

works have been widely 

exhibited, including at 

the first KMB in 2012. 

Dube’s select solo exhibitions include Yours 

Disparately (Nature Morte, New Delhi, 2014), 

Chance Pieces (Nature Morte, Berlin, 2013), 

Eye, etc. (Lakeeren Gallery, Mumbai, 2013), 

Babel (Galerie Dominique Fiat, Paris, 2011), Kal 

(Lakeeren Gallery, Mumbai, 2010), Phantoms 

of Liberty (Galerie Almine Rech, Paris, 2007), 

Illegal (Nature Morte, New Delhi; Bose Pacia, 

New York, Gallery SKE, Bangalore, 2005), 

You Tell What You Know Down Here Girl 

(Sakshi Gallery, Mumbai, 1999), Desire Garden 

(Community Hall, Apartmenrs, New Delhi, 1992). 

Her works have been presented at Biennale 

Jogja XI (Indonesia, 2011), 3rd Moscow Biennale 

of Contemporary Art (2009), iCon: India 

Contemporary, Venice Biennale (Collateral, 

2005), Yokohama Triennale (Japan, 2001) and 

the 7th Havana Biennial (Cuba, 2000). Dube 

also participated in the groundbreaking 2009 

exhibition, Indian Highway, curated by Hans 

Ulrich Obrist, Julia Peyton-Jones and Gunnar 

B. Kvaran.

MENTOR TO 
MARZIA FARHANA

Marzia Farhana: stills from the Equilibrium Project.  

Images courtesy of the artist.  
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ASHIRA THOMPSON  
(Biennale Project Manager, Colombo Art Biennale)

Previously the Manager and Exhibitions 

Coordinator of the 

Barefoot Gallery, the 

oldest contemporary 

art gallery in Colombo, 

Ashira has produced 

the venue’s many 

exhibitions, book 

launches and live music 

events, including a Joss 

Stone performance. She 

also proceeds advisory support as a Trustee for 

Equal Ground, a non-profit working to secure 

human and political rights for the LGBTQI 

community of Sri Lanka. In her free time, Ashira 

pursues entrepreneurial projects centred 

around the arts and gender in Colombo. 

BEN ROBERTS
(Creative Director, The Tetley, Leeds)

Ben Roberts is a curator and producer with 

15 years experience working in the visual 

arts, with a specialism 

in interdisciplinary 

practices. In 2016 

he established the 

Artist’s Research 

Centre (https://

artistsresearchcentre.

org.uk/), which runs a 

programme of research 

fellowships working 

in collaboration with universities, galleries 

and other partners, alongside exhibitions, 

commissions and artists’ projects. Previous 

to establishing the Artist’s Research Centre, 

he was Curator of Education and Public 

Programmes at Modern Art Oxford where he 

was responsible for an integrated programme of 

MENTOR TO 
SHIKH SABBIR ALAM

MENTOR TO 
ARPITA SINGH LOPA

Shikh Sabbir Alam: Discern the shape, form, within 

space (2016), acrylic on canvas. Image courtesy: the 

artist.  

Arpita Singh Lopa: Searching Essence Before Me (2014), 

performance.  Image courtesy: the artist.  Image credit:  

Kehkasha Sabah.  
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events, participation and exhibitions, including 

Work in Process (2014), Performance in Public 

(2015), and the year long Kaleidoscope Live 

performance commissions (2016). Prior to that 

role, he was Curator of Public Programmes 

at Camden Arts Centre, responsible for 

developing the live art and residency 

programmes and was founder of the North 

London Cultural Consortium in collaboration 

with UCL, Central St Martins, Wellcome, UCLH 

Arts, The Place and Cubitt Gallery (2012-14). In 

2016 he was appointed Associate Curator at the 

University of the Arts London.

JULIE LOMAX  
Director of Development, Liverpool Biennial

Julie Lomax joined Liverpool Biennial after 

working as the Director of Visual Arts for 

the Australia Council 

for the Arts, where 

she was responsible 

for visual arts policy 

and investment. Julie 

ran the International 

Studio programme and 

worked on Australia’s 

representation at the 

Venice Biennale in 

2013 and 2015. Julie 

previously worked at Arts Council England 

as the Director of Visual Arts for London. 

In this role she was responsible for a client 

portfolio of 67 organisations and over £40m 

investment in the arts in London. In London, 

Julie was a commissioner for the Fourth Plinth 

contemporary art project in Trafalgar Square, 

sat on the commissioning panel for artworks 

in the 2012 Olympic Park, and was an advisory 

group member for Art on the Underground. 

Julie is the Chair of The Showroom, London 

MENTOR TO 
OPPER ZAMAN

Opper Zaman:  work in progress for DAS 2018, taken in 

Zaman’s studio.  Courtesy of the artist.   
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and was previously on the Board of Artes 

Mundi, Cardiff. Julie is an Executive Committee 

member of the Association of Women in the 

Arts. In 2010 The Times Newspaper nominated 

Julie as one of the 30 most powerful people in 

the art world on their Art Power list and Julie 

has appeared on the Australian Art Life Power 

List in 2014 and 2015. Julie originally trained as 

an artist, graduating from Chelsea School of Art 

with a degree in Fine Art. 

MICHELLE NEWTON  
Deputy Director, Artspace, Sydney

As the Deputy Director of Artspace, Michelle 

Newton works as a producer to support 

the commissioning 

of contemporary art 

projects. Prior to this 

she was the General 

Manager, of Grantpirrie 

Gallery; worked in 

leadership roles at 

Jilamara Arts, Tiwi 

Islands and Jirrawun 

Arts, East Kimberley; 

and as the Photo Editor 

for The Sydney Morning Herald. In 2010 she 

co-curated, with Alexie Glass-Kantor, No Name 

Station, an international cultural exchange and 

exhibition project for Gertrude Contemporary, 

Melbourne and Iberia Center for Contemporary 

Art, Beijing. She holds a Bachelor of Fine Arts 

(Honours) from the College of Fine Arts, UNSW 

and a Graduate Certificate in Business from 

Curtin University of Technology. 

MENTOR TO 
AHMED RASEL

Ahmed Rasel: Untitled (2015), from the series of Take 

Me Somewhere Else at the Sonali brick field, Pirojpur, 

Satkhira, Bangladesh.  Image courtesy of  the artist.  
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NATASHA HOWES  
Senior Curator, Manchester Art Gallery

Natasha Howes is Senior Curator at 

Manchester Art Gallery where she leads 

a team of curators 

who programme 

exhibitions and work 

with the renowned 

collections. She has 

curated numerous solo 

exhibitions including 

Neha Choksi, Waqas 

Khan, Risham Syed, 

Joana Vasconcelos, 

Michael Craig-Martin, 

Tom Hunter and Xie Nanxing and group 

exhibitions including The First Cut: Paper at 

the Cutting Edge and We Face Forward: West 

African Art Today. In 2013 she was seconded 

to Manchester International Festival, working 

cloosely with Hans Ulrich Obrist to produce 

do it, which involved 160 artists, a live web 

stream with The Space and a programme of 

performance, choreography and artists’ talks. In 

2014 she was selected for The Clore Leadership 

short course. Natasha is involved in purchasing 

contemporary art for the collection including 

recent acquisitions by Susan Hiller, Mike 

Nelson, Boris Nzebo, Pascale Marthine Tayou 

and Joana Vasconcelos

MENTOR TO 
MIZANUR RAHMAN 
CHOWDHURY

Mizanur Rahman Chowdhury: Cutting machine, Small 

fan, Ribbons (2017). Courtesy of the artist.  



345

POLLY BRANNON 
Education Curator, Liverpool Biennial

She is an artist and educator who has produced 

projects at Frieze Art Fair, Lisbon Experimenta 

Festival and Nottingham 

Contemporary, amongst 

others. She was 

Collaborations Curator 

at Studio Voltaire from 

2006-9, and Education 

Curator at Serpentine 

Gallery from 2011-13. She 

is co-founder of 

network, Avant 

Gardening, and was a 

member of the 

collective, Public Works, from 2005-11.

POPPY BOWERS 

Exhibitions Curator, Whitworth, Manchester 

Previously she worked at Whitechapel 

Gallery where she organised exhibitions and 

publications with artists, 

including Richard 

Tuttle, Sarah Lucas and 

Giuseppe Penone as 

well as major outdoor 

exhibitions in Athens, in

collaboration with 

NEON Foundation. In 

2015 she was co-selector 

and co-curator of The 

London Open, and set up the independent 

exhibition space NEW STUDIO where she 

curated solo shows and produced limited 

editions byboth British and international artists.

MENTOR TO 
DEBASISH SHOM

MENTOR TO 
RAKIB AHMED

Debasish Shom: Tale of the musty smell and the chalta 

flower (2017). Courtesy of the artist.  

Rakib Ahmed: See and be seen (2017-2018). Image 

courtesy of the artist.  
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SALLY TALLANT  
Director Liverpool Biennial  

Sally Tallant is the Director of Liverpool 

Biennial. From 2001–11 she was Head of 

Programmes at the Serpentine Gallery, London, 

where she was responsible for the development 

and delivery of an 

integrated programme of 

exhibitions, architecture, 

education and public 

programmes. She is a 

Board Member of the 

International Biennial 

Association and a 

member of the London 

Regional Council for the 

Arts Council of England.

TARUN NAGESH 
Associate Curator, Asian Art at the Queensland Art Gallery / 

Gallery of Modern Art in Brisbane, Australia 

Tarun Nagesh is Associate Curator, Asian 

Art at the Queensland Art Gallery / Gallery 

of Modern Art in Brisbane, Australia. Tarun 

is part of the core 

curatorial team for the 

Asia Pacific Triennial 

of Contemporary Art 

(APT) and curated 

the South Asian and 

parts of the Southeast 

Asian components 

of APT8 (2015-16), 

including the focus 

project Kalpa Vriksha: 

Contemporary Indigenous and Vernacular 

Art of India. He regularly curates exhibitions 

from the QAGOMA Collection along with 

touring exhibitions and working with historical 

material. Tarun is currently working on the 9th 

Asia Pacific Triennial of Contemporary Art 

(2018-19) as well as the exhibition programme 

and development of the QAGOMA Asian Art 

Collection.

MENTOR TO 
ASHFIKA RAHMAN

Ashfika Rahman: Untitled (2016), pho-

tograph from the artists Power project.  

Image courtesy of the artist. 

MENTOR TO 
REETU SATTAR

Reetu Sattar: A Bird of Stone, a six-hour performance 

which involved walking from the US Embassy to Drik 

Picture Library, Dhaka, November 2014.  Image courtesy: 

the artist.  
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MEDIATION TOOL

CHATTERBOX

Chatterbox is a playful mediation 
tool for starting a conversation. 

If you are in a small group (2-3 peo-
ple), tear out the chatterbox tem-
plate to the right of this page and 
follow the instructions to make your 
own mediation tool. 

The idea of this tool is to engage 
a group of people with an artwork 
through new perspectives.  

 Want to share it with everyone?  Share it to any of the 
social media platforms below and tag us. 

@dhakaartsummit 
#DAS2018  

Want to share your thoughts with someone?  Look for the 
Art Mediators who will be wearing this:   

P¨vUvie· K‡_vcK_b ïiy Kivi Rb¨ GKwU gRvi 
‡gwW‡qkb Uyj| 2-5 R‡bi ‡QvU `‡j Nyi‡Qb? Z‡e 
P¨vUvie· ‡Ug‡cøUwU wQu‡o wb‡`©kvejx ‡`‡L fvuR K‡i 
‡djyb KvMRwU| Zvici ‡Kvb wkíK‡g©i mvg‡b `vuwo‡q 
‡QvU‡ejvi gZ K‡i ‡Lj‡Z _vKyb Avi G‡K Ab¨‡K c«kœ 
Ki‡Z _vKyb mvg‡bi KvRwU m¤ú‡K©|

GB UyjwU  nq‡Zv Avcbv‡K bZyb `…wó‡Kvb ‡_‡K GKwU 
wkí Kg©‡K ‡`L‡Z DrmvwnZ Ki‡Z cv‡i| 

Avcbvi fvebv¸‡jv KvD‡K ej‡Z Pvb? A_ev Av‡iv wKQy Rvb‡Z AvM«nx? GKRb AvU© ‡gw-
W‡qUi ‡K Lyu‡R ‡ei Kiyb hv‡`i ci‡b i‡q‡Qt  

mevB ‡K Rvbv‡Z Pvb? ‡h‡Kvb ‡mvk¨vj wgwWqv‡Z ‡kqvi Kiyb, mv‡_ ivLyb Avgv‡`i 
#das2018
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SAMDANI ARTIST LED
INITIATIVES FORUM

mvg`vbx AvwU©÷ †jW 
BwbwkqvwUfm& †dvivg
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LIST OF INITIATIVES

AKALIKO

ARTPRO

BACK ART

CHARUPITH

DAAGI ART GARAGE

GIDREE BAWLEE FOUNDATION OF ARTS

HILL ARTISTS’ GROUP

JOG ART SPACE

JOTHASHILPA

‘SHAKO’- WOMEN ARTIST ASSOCIATION 

OF BANGLADESH

SHONI MONGOL ADDA

URONTO ARTIST COMMUNITY
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As evidenced by Abohoman Bangla Bangali 

created by the artist collective Oti Shamprotik 

Amra active in Bangladesh in the 1960s and 

1970s, and the artist initiated Asian Art Biennale 

at the Bangladesh Shikpakala Academy in the 

1980s, artist led groups/initiatives have been 

key to developing the rich art ecosystem of 

Bangladesh that we celebrate at Dhaka Art 

Summit today.

 Reflecting on the past three editions of DAS, we 

realized that the format of the Summit was giving 

incredible opportunity for artists and artist 

led initiatives whose work became accessible 

(from both a language and communication 

perspective) to the international art community 

visiting this platform. However, most artist led 

groups and initiatives in Bangladesh do not 

operate in English and are catalyzing change and 

creativity from a grass-roots level – often outside 

the capital city of Dhaka. We have identified 

at least 17 artist led groups/initiatives active in 

Bangladesh today.

 Collective action, often involving artists, poets, 

musicians, and intellectuals was at the core of 

Bangladesh’s birth as an independent nation. 

Keen to support this spirit in contemporary 

Bangladesh, the Samdani Art Foundation 

launched its Artist Led Initiatives Forum, where 

12 groups/initiatives from across the country 

have joined forces with us to collectively imagine 

possibilities for sustainable collaboration over a 

three-year period. We are pleased to present 

the work of these 12 inspiring organisations here 

at DAS.  

XvKv AvU© mvwg‡U cÖKvwkZ Aengvb evOjv evOvjx 
hv AwZ mv¤úªwZK Avgiv (hviv  60 I 70 `k‡K 
PÆMÖv‡g mwµq wQ‡jb) Ges evsjv‡`k wkíKjv 
GKv‡Wwg‡Z  wkíx‡`i Øviv Av‡qvwRZ wØevwl©K 
Gkxq PviæKjv cÖ`k©bx evsjv‡`kx wk‡íi cÖMwZ‡Z 
wkí msMV‡bi ¸iæZ¡ Avgv‡`i Rvbvq| wWGGm 
Gi MZ 3 GwWk‡b Avgiv †`‡LwQ †h mvwg‡U 
evsjv‡`‡ki wkíx Ges wkíx msMVbiv AvšÍR©vwZK 
mywµZx jvf K‡i‡Q| evsjv‡`‡ki †ewkifvM wkíx 
msMVb Zv‡`i wkíKg© I Kg©KvÛ evsjvfvlvq 
K‡i _v‡Kb Ges GB fvlv‡ZB ¯’vbxq chv©q, 
A‡bK mgq XvKvi evB‡i Zviv PPv© K‡I _v‡Kb| 
GB cÖm‡½ Avgiv 17 wU wkí msMVb‡K wPwýZ 
K‡iwQ hviv AvR‡K evsjv‡`‡k myµxq fv‡e KvR 
cwiPvjbv Ki‡Q|

mgwôMZ fv‡e- wkíx, Kwe, MvqK‡`I wb‡q KvR 
Kiv evsjv‡`‡ki ¯^vaxbZv Av‡›`vj‡bi ms‡½ 
hy³| mgKvjxb evsjv‡`‡ki GB wPšÍvaviv‡K 
AbycÖvbxZ ivL‡Z mvg`vwb AvU© dvD‡Ûkb AvwU©÷-
‡jW Bwbwk‡qwUfm& †dvivg ïiæ K‡i‡Q Ges GB 
†dviv‡g evsjv‡`‡k 12wU wkí msMVb †hvM`vb 
w`‡q‡Q| Zv‡`i wkíKg© wWGGm G cÖKvk K‡i 
Avgiv Mwe©Z|¬¬  
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(FOUNDED IN 2014)

Akāliko, or timeless in Pali (a sub-continental 

language in which Buddhist scriptures are 

written), was founded over five years ago by 

music producers Khan Mohammad Faisal 

(b. 1988) and Vru 

Patel (b. 1986)—later 

joined by Shoummo 

Saha (b. 1987), Jami 

Farooq (b. 1985) and 

Rubayet Hossain (b. 

1988) —to address 

the need for a 

common platform to 

promote the work 

of bedroom music 

producers (who 

make music from 

home using Digital 

Audio Workstations), 

actively producing 

electronic music in 

Dhaka and across 

Bangladesh. 

An initiative born 

out of Dhaka’s Electronica Scene (DES), a Face-

book group founded by a handful of bedroom 

music producers and led by Khan Mohammad 

Faisal, the group’s original impetuous was the 

Goethe-Institut’s ‘SoundLab’ residency—an 

offshoot of the Goethe’s Border Movement 

that links electronic musicians from South Asia 

and Germany—which brought together music 

producers from Dhaka’s DES network, Germany 

and India.  Attended by Khan, the ‘SoundLab’ 

ÒAvKvwj‡Kv (Akāliko)Ó GKwU cvwj fvlvi kã, 
Gi A_© ÒwPišÍbÓ A_ev ÒKvjnxbÓ| cvwj n‡”Q 
fviZe‡l©i me‡P‡q cy‡iv‡bv fvlv¸‡jvi GKwU, GB 
fvlv‡ZB ‡eŠ× a‡gi« g~j eB¸‡jv ‡jLv n‡qwQj| 
cvuP eQi Av‡M wgDwRK  cÖwWDmvi Lvb gynv¤§` 
dqmvj (Rb¥ 1988) Ges åy c¨v‡Uj (Rb¥ 1988) 

ÒAvKvwj‡KvÓ bvgK 
`jwU  cÖwZôv K‡ib| 
c‡i GB `‡j R‡qb 
K‡ib ‡mŠg¨ mvnv 
(Rb¥ 1987), Rvwg 
dvi“K (Rb¥ 1985) 
Ges iyev‡qZ ‡nv‡mb 
(Rb¥ 1988)| Zv‡`i 
D‡Ïk¨ wQj ‡eWiyg 
wgDwRK  cÖwWDmvi‡`i 
Rb¨ GKUv Kgb 
c vUdig ‰Zwi Kiv 
Ges XvKvmn mviv‡`‡k 
B‡j±U«wbK wgDwRK 
wbg©vY Kiv‡K DrmvwnZ 
Kiv| ‡eWi“g 
wgDwRK  cÖwWDmvi 
nj Zviv, hviv evmvq 
e‡mB wWwRUvj AwWI 
IqvK©‡÷kb e¨envi 

K‡i msMxZ wbg©vY K‡i| 

ÒAvKvwj‡KvÓ g~jZ Dhaka’s Electronica Scene 
(DES) ‡_‡K ‰Zwi nIqv GKwU D‡`¨vM hvi ïiy 
n‡qwQj ‡eWiyg wgDwRK  cÖwWDmvi‡`i GKwU 
‡dmeyK Mªyc ‡_‡K hvi cy‡ivfv‡M wQ‡jb Lvb 
gynv¤§` dqmvj| ‡mB Mªy‡ci g~j Drmvn wQj ‡M¨‡U 
Bbw÷D‡Ui ÒmvDÛj¨veÓ  cÖ‡R±, ‡hUv `w¶Y Gwkqv 
Ges Rvg©vwbi B‡jU«wbK wgDwRwkqvb‡`i g‡a¨ 
ms‡hvM ‰Zwi K‡iwQj, ‡hUv XvKvi DES ‡bUIqvK©, 

Women in Fetal Position: Cover art for Akaliko’s music compilation 

“Nyurutsu”. CREDITS: Illustration by Humairah Shams, Graphics by 

Junaid Deep
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residency was a rare opportunity for collabora-

tion in a city with no dedicated venues for mu-

sic producers to work collaborativly, or to host 

live music events.   Although DIY networks like 

DES were actively promoting Bangladeshi elec-

tronica, there was a need for a more curated 

approach, one which would put an international 

spotlight on  Bangladesh and South Asia’s most 

talented underground musicians. 

Founded as a record label producing solo 

artist releases and sound art projects, Akāliko 

Records maintains a clear focus, working with a 

small pool of artists—including Space Ghost, The 

B Regiment, Sinin, Solarein, Dhaka Dub Hierar-

chy, Daffy Maestro and Shunya—whose sound 

fits with their mission. Aware of how culture and 

economy is interlinked, Akāliko Records focuses 

on the development and promotion of their art-

ists while motivating 

them to make new 

music and remain 

true to what they are 

passionate about. 

While the promo-

tion of electronic 

music remains at the 

heart of everything 

they do, the group 

actively collaborates 

with artists and 

professionals from 

other mediums, 

each carefully selected to ensure their output 

remains unique and experimental.  Akāliko 

Records have run events with performance 

artists, writers, choreographers/dancers, 

communication specialists, psychologists, and 

most recently, have expanded their network to 

include sound artists in an attempt advance the 

use of this medium in Dhaka’s thriving art scene.  

Rvg©vwb Ges fvi‡Zi wgDwRwkqvb‡`i GK K‡i‡Q|

ÒmvDÛj¨veÓ  cÖ‡R±wU GB kn‡ii ‡eWiyg wgDwRK  
cÖwWDmvi‡`i Rb¨ GKwU weij my‡hvM wQj GKmv‡_ 
KvR Kiv Ges wgDwRK B‡f›U Av‡qvRb Kivi Rb¨, 
‡h‡nZy GB kn‡i Avi ‡Kvb RvqMv ‡bB hv wKbv 
Ggb ‡fb¨y wn‡m‡e e¨envi Kiv hv‡e| DIY Gi 
gZ ‡bUIqvK© ‡hgb DES evsjv‡`‡ki B‡j±U«wbK 
wgDwRK ‡hfv‡e  cÖ‡gvU K‡i hv‡”Q, ‡mLv‡b 
evsjv‡`k I`w¶Y Gwkqvi  cÖwZfvevb wgDwRwkqvb 
hv‡`i wbR¯^ ‡gŠwjK m…wó Av‡Q Zv‡`i‡K Av‡iv h‡Zœi 
mv‡_ MvBW Kiv  DwPZ|  

ÒAvKvwj‡Kv ‡iKW©mÓ Gi  cÖwWDmvi ‡`i ‡gŠwjK 
Ges cix¶v g~jK KvR Kiv wbwðZ Ki‡Z GKwU w¯’i 
j¶¨ a‡i iv‡L|

 cÖv_wgKfv‡e, ‡h‡nZy ‡iKW© ‡j‡ej GKK wkíx 
‡`i KvR‡K  cÖwWDm K‡i, ZvB AvKvwj‡Kv ‡iKW© 

‡QvU GKwU wkíx‡`i 
Mªy‡ci mv‡_ KvR 
K‡i‡Q, Gi g‡a¨ 
Av‡Q Space Ghost, 
The B Regiment, 
Sinin, Solarein, Dhaka 
Dub Hierarchy, 
Daffy Maestro and 
Shunya, Giv n‡”Q 
Zviv, hv‡`i wgDwRK 
AvKvwj‡Kvi D‡Ï‡k¨i 
mv‡_ Lvc Lvq Ges 
hviv XvKvq B‡j±«wbK 
wgDwR‡Ki DbœwZi 

w`‡K g‡bv‡hvwM|GB `jwU jvfRbK  cÖwZôvb 
wn‡m‡e KvR Ki‡jI Zviv mvgvwRK `vqe×Zv 
c~i‡Yi w`‡KI g‡bv‡hvwM Zv‡`i Kv‡Ri gva¨‡g| 
Zv‡`i g~j KvR B‡jKU«wbK wgDwR‡Ki Dbœqb n‡jI 
GB `jwU Ab¨vb¨ gva¨‡gi wkíx I ‡ckvRxwe‡`i 
mv‡_I KvR K‡i, Zv‡`i mv‡_ B‡f‡›U Ask ‡bq, 
hv‡`i g‡a¨ Av‡Q cvd‡g©Ý AvwU©÷, ‡jLK, b…
Z¨wkíx, g‡bvweÁvbx BZ¨vw`| m¤cÖwZ Zviv GK`j 

Advanced Music Production workshops 

for local music producers.

CREDIT: Sk Reshan 
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Expanding their work internationally, the group 

have also worked with a group of cinematog-

raphers to produce a series of promotional 

music videos, including The B Regiment’s latest 

release, ‘Everyman’, which was shot in its entire-

ty in Norway and directed by Norwegian visual 

artist, Kay Arne Johansen.  

Believing that empathy is a driving force to 

breaking art’s limitations, Akāliko remains 

resilient to the many challenges that electronica 

provides them in a city with very little space for 

them to promote their work. With forthcoming 

projects including new compilations, residency 

programmes, workshops and a tour across India 

for their artists, their ambition knows no limits, 

as they slowly work towards opening their own 

venue: a space where people of all ages will 

be able to come to enjoy electronica. Housing 

dedicated workshop spaces, and their own 

recording studio, the group has already secured 

land for this long-term venture and are working 

up financial plans to make this ambition a real-

ity.  One step at a time, Akāliko are stirring up 

Dhaka and Bangladesh’s music scene, steadily 

transforming the face of electronica across the 

country. 

Akāliko Records music is be available online, for 

purchase and streaming, across 50 major music 

platforms.     

CONTACT: 

akalikorecords@gmail.com

https://soundcloud.com/akalikorecords

https://www.facebook.com/akalikorecords

https://www.instagram.com/akalikorecords

wm‡bgv‡UvMÖvdv‡ii mv‡_ ‡ekK‡qKwU wgDwRK 
wfwWI ‰Zwi K‡i‡Q| Gi g‡a¨ Av‡Q “The B 
Regiment’s”Gi me©‡kl KvR “Everyman” GB 
wgDwRK wfwWI cy‡ivUvB ïU Kiv n‡q‡Q biI‡q‡Z, 
‡hUv cwiPvjbv K‡i‡Qb biI‡qwRqvb wkíx Kay 
Arne Johansen.

ms¯‹…wZ Ges A_©bxwZi kw³kvwj m¤úK© gv_vq ‡i‡LB 
Akāliko Records Zv‡`i B‡f›U¸‡jv‡Z wkíx‡`i 
DrmvwnZ K‡i hv‡Z Zviv ‡hUv fvjev‡m ‡mUv‡Z 
Zv‡`i m‡e©v”P ‡X‡j ‡`q|

AvKvwj‡Kv wek¦vm K‡i wk‡íi m¤¢vebv‡K gy³ Ki‡Z 
cv‡i GKgvÎ cvi¯úwiK mngwg©Zv, ZvB Zviv GB 
kn‡ii bvbv ̄ ^xgve×Zv ̄ ^‡Ë¡I ‰ah¨© a‡i Av‡Q| mvg‡b 
Zv‡`i Av‡iv ‡ek wKQy ‡ cÖvMÖvg Av‡Q ‡hgb bZyb 
wgDwRK ‰Zwii e¨vcv‡i mgš^q, IqvK©kc, BwÛqvU¨yi 
BZ¨vw`| Zviv wek¦vm K‡i Gme Kv‡Ri gva¨‡gB Zviv 
GKw`b Zv‡`i wbR¯^ ‡fb¨y ‰Zwi Ki‡Z cvi‡e| Ggb 
GKUv RvqMvi ¯^cœ Zviv ‡`‡L ‡hLv‡b me eq‡mi 
gvbyl B‡jKU«wbK wgDwRK Dc‡fvM Ki‡Z cvi‡e| 
wb‡R‡`i ‡iKwW©s ÷ywWI Ges IqvK©kc¸‡jv Kivi 
Rb¨ Zviv BwZg‡a¨ GKwU RvqMv wVK K‡i‡Q Ges 
Gi Rb¨  cÖ‡qvRbxq dvwÛs Kivi cwiKíbv Ki‡Q| 
AvKvwj‡Kv ax‡i ax‡i Zvi Kv‡Ri gva¨‡g evsjv‡`‡ki 
wgDwR‡Ki ‡Pnviv cwieZ©b K‡i w`‡”Q bZyb aviv 
‰Zwii gva¨‡g| 2018 mvj ‡_‡K AvKvwj‡Kv ‡iKW© 
Gi wgDwRK AbjvB‡b ‡Kbv I w÷«wgs Gi my‡hvM 50 
wUiI ‡ewk wgDwRK c vUd‡g©  cvIqv hv‡e|
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(FOUNDED IN 2016)

Based primarily in Dhaka, Artpro promotes the 

work of Bangladesh’s contemporary artists, 

while expanding the reach of their work to new 

audiences, both nationally and Internationally. 

Founded by artists, Arpita Singha Lopa (b. 

1986), Md. Zahid Hossain ‘Sagor’ (b. 1986), 

Farah Naz Moon 

(b. 1983), Lutfun 

Nahar (b. 1985), 

Mahbubur Rahman 

(b. 1982), and Ashim 

Halder ‘Sagor’ (b. 

1983), each of who 

actively maintain 

their own practice, 

the group’s multi-

discipline approach 

utilises each of the 

founding members 

individual expertise 

while rigorously 

following the 

group’s collaborative mission to create unique 

opportunities for visual artists—and for the 

public to engage with their work—through 

innovate research and art projects. 

Promoting art as a tool for social good, one of 

Artpro’s primary missions involves mobilising 

artists to help marginalised segments of 

Bangladesh’s society through workshops and 

innovative art projects hosted within their 

AvU©‡ cÖv g~jZ Pviywkíx‡`i Øviv cwiPvwjZ GKwU wkí 
D‡`¨vM| Gi Rb¥ 2016 mv‡j| Gi ‡K›`«f~wg evsjv‡`‡ki 
XvKv| XvKv Z_v evsjv‡`‡ki mgKvjxb wkí I wkíx‡`i 
Kv‡Ri  cÖmv‡i GKwU bZyb mw¤§wjZ c ̈vUdg© ‰Zwi Kiv 
AvU©‡ cÖvÕi  cÖavb D‡`¨k¨| Gme Kv‡Ri  cÖmv‡i mn‡hvw-
MZvi ga¨ w`‡q bZyb `k©K ‰Zwi Kiv Ges ‡`wk we‡`‡k 
wkíx‡`i mgKvjxb I wbix¶vg~jK Kv‡Ri eûgvwÎK 
Dc¯’vcbI AvU©‡ cÖvi Ab¨Zg AvKv·Lv| ‡gvU 6 Rb 

Pvi“wkíxi GB ‡hŠ_ 
D‡`¨vM| Giv n‡jb, 
Awc©Zv wmsn ‡jvcv, 
‡gv. Rvwn` ‡nv‡mb 
mvMi, dvivn bvR gyb, 
jyrdyb bvnvi, gvneyeyi 
ingvb I Amxg nvj`vi 
mvMi| G‡`i mK‡ji 
Rb¥ ‡Mj kZ‡Ki Avwki 
`k‡Ki ga¨fv‡M|   GB 
wkíx  cÖ‡Z¨‡KB wbR¯^ 
wkí m…R‡b wbgMœ| Gi 
cvkvcvwk AvwU©‡ cÖvi 
ga¨‡g Giv Zv‡`i  
cÖ‡Z¨Ki e¨vw³MZ 

wkífvebv I PP©v‡K GKwU ‡hŠ_iƒc ‡`qvi ‡Póvq iZ| GB 
‡hŠ_PP©v `…k¨wkíx‡`i Kv‡Ri ‡¶‡Î GKwU bZyb m¤¢vebv 
‰Zwii cvkvcvwk `k©K I wPšÍK‡`i GKwU bZyb AwfÁZvi 
gy‡LvgywL Ki‡e e‡j AvU©‡ cÖv g‡b K‡i| 

AvU©‡ cÖv g‡b K‡i wkí mgv‡Ri Kj¨v‡Y wbwnZ| Avi ‡mB 
fvebv‡K gv_vq ‡i‡L bZyb ai‡Yi wkíPP©v I ZrciZvi 
ga¨ w`‡q mgv‡Ri wcwQ‡q cov Ask‡K wk‡íi AvwObvq 
Avb‡Z Pvq AvU©‡ cÖv| ZviB Ask wn‡m‡e AvU© ‡ cÖv 
XvKvi c_ wkï‡`i wb‡q w`be¨vwc m…Rb Drm‡e ‡g‡Z‡Q| 
Rvb‡Z ‡P‡q‡Q Zv‡`i m…Rb fvebv I ¯^‡cœi K_v| ‡mB 

Arpita Singha Lopa: Memory 

doesn&#39;t Decay (2017), performance. 

Photo credit: Ashim Halder Sagor.

Courtesy ArtPro.
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local communities. Establishing links with 

organisations working with Dhaka’s street 

children, ArtPro took to Dhaka’s streets to run 

a series of day-long educational and hands-on 

workshops, introducing the children to art while 

building their knowledge of what art is and how 

they can embrace creativity in their own lives. 

Other workshops have fostered collaborative 

relationships with organisations assisting single 

mothers living in sheltered housing, opening up 

art to both the mothers and their children, to 

provide space for creative breaks within their 

daily lives. 

Expanding the impact of their work outside of 

Dhaka, the group began conducting Weekend 

Art Works: a series of daylong public art 

projects which takes a group of contemporary 

artists to work within a rural village community 

for one day.  Starting from Dhaka in the early 

hours, the inaugural event took place in 

Trimohini, situated on Bangladesh’s Western 

border with India, with subsequent editions 

hosted in Shahjadpur Upazila situated around 

one hour North of Dhaka.  Almost like a flash 

mob, the group arrive in the village, create their 

work and leave, but remain mindful that their 

project collaborates with the local community, 

leaving them with the knowledge, and the 

ability, to continue the legacy of the event after 

the group leaves.     

With a growing ambition for how they want 

to expand Artpro’s activities, the group’s 

2018 commitments already include a series 

of projects, some of which will be hosted in 

collaboration with the Bangladesh Shilpakala 

Academy, including ceramic, sound, image 

manipulation, performance, land art and video 

art workshops. The group’s most ambitious 

project to date will involve hosting the first 

Video Art Biennale at the Shilpakala Academy, 

¯^cœ‡K ivOv‡Z mn‡hvwMZv K‡i‡Q| wcwQ‡q cov wkï‡`i 
cvkvcvwk AvU©‡ cÖv Zv‡`i wkí ZrciZvq hy³ K‡i‡Q 
GKK gv I Zv‡`i mšÍvb‡`i‡KI| Gme Rb‡Mvôxi 
Dbœq‡b ‡hme ms¯’v KvR Ki‡Q Zv‡`i mn‡hvwMZvq ‡ek 
wKQy wkí ZrciZv Pvwj‡q‡Q AvU©‡ cÖv| 
  ‡Kej ivRavbx‡Z mxgve× bv ‡_‡K ‡hŠ_wkí D‡`¨vM  
cÖmv‡ii j‡¶¨ 2017 mv‡ji gvSvgvwQ mgq ‡_‡K AvU©‡ 
cÖv ïiy K‡i‡Q Ô mßvnv‡šÍi wkíKg©Õ wk‡ivbv‡g wkíhvÎvi| 
mßv‡n GKw`b ivRavbxi evB‡i mvivw`‡bi  ZrciZvi 
g‡a¨ wkíx m…Rb I Zv  cÖ`k©Y K‡i‡Qb| Gme ‡¶‡Î wkíx 
KvR K‡i‡Qb MÖv‡g ev kniZjx‡Z| Ggbme `k©K ‡mme 
wkíKg© ‡`‡L‡Qb hv‡`i A‡b‡Ki Kv‡Q GwU wQj Rxe‡bi  
cÖ_g AwfÁZv| 
GQvov mgvKvjxb I wbix¶vg~jK wkí‡K Av‡iv Mfxifv‡e 
Abyaveb I PP©vi Ask wn‡m‡e  AvU© ‡ cÖv 2018 ïiy‡Z 
Rvnv½xibMi wek¦we`¨vj‡qi PviyKjv wefv‡Mi mv‡_ 
‡hŠ_fv‡e Av‡qvRb K‡i‡Q `yB w`‡bi cvd©i‡gÝ AvU© 
Drm‡ei| DB ‡bv DB jvBK- wk‡ivbv‡g GB Drm‡e  
cÖwZwôZ wkíxiv Zv‡`i Kv‡Ri AwfÁZv I fvebvi Av`vb  
cÖ`vb K‡i‡Qb wk¶v_©x‡`i mv‡_| wk¶v_©xiv Zv‡`i KvR 
Kivi cvkvcvwk ‡hŠ_fv‡e KvR K‡i‡Qb wkíx‡`i mv‡_| 
wk¶v_©x, `k©K I wkíx‡`i wgjb‡gjv n‡qwQ‡jv GB 
DrmewU|  
AvU©‡ cÖv mvg‡bi w`b¸‡jv‡Z Av‡iv mwµq n‡Z Pvq|  
cÖmvi Ki‡Z Pvq Zv‡`i wPšÍv I ZrciZv‡K| ‡mB j‡¶¨ 
mvg‡bi w`j¸‡jv‡Z GKvw`µ‡g ‡ekwKQy KvR Ki‡e | 
Gme ZrciZvq AvU©‡ cÖvi mv‡_ hy³ n‡e evsjv‡`‡k 
wkíKjv GKv‡Wwgmn ‡ek K‡qKwU  cÖwZôvb|  GLb AvU©‡ 
cÖv Zv‡`i gb‡hvM ‡K›`«xf~Z K‡i‡Q ‡`‡ki  cÖ_g wfwWI 
AvU© we‡qbvj Av‡qvR‡bi g‡a¨| GB Drm‡e ‡`‡ki 
Aa©kZvwaK wkíxi cvkvcvwk we‡`‡ki  cÖvq 25 Rb wkíx 
Ask ‡b‡eb| wkíKjvi mn‡hvwMZvq GB DrmewU n‡e 
wbR¯^ A_©vq‡b| 
mgKvjxi wkíx‡`i mv‡_ m¤úK© ‰Zwi I Zv‡`i wkíK‡gi«  
cÖmvi I Gi gva¨‡g mvgwMÖK wkíPP©vi BwZevPK cwieZ©‡-
bi ¯^cœ AvU©‡ cÖvi| ‡MvjKvq‡bi GB mg‡q GB fyL‡Ûi 
wkí‡K ‰ewk¦K ‡ cÖ¶vc‡U nvwRi Ki‡Z Pvq AvU©‡ cÖv| GB 
PvIqv‡K ev¯Í‡e iƒc w`‡Z AvU©‡ cÖv Zv‡`i ‡hŠ_ ZrciZv 
I ‡gavi meUyKy e¨vq Ki‡e wbijm I wbôvq| 
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(cited to take place in March/ April 2018). 

Bringing together 55 Bangladeshi artists, and 

25 international artists, the project will be 

produced solely through self-sourced funds: 

the group expressing that their energy as a 

collective and their passion for project will 

help them find a way to produce 

the Biennale on a low budget, 

with the help of their local and 

international networks. 

Committed to building long-

term relationships with the 

contemporary artists they 

work with, Artpro’s programme 

maximises their audience reach 

and the impact their work has 

on those in marginal segments 

of society and with whom they 

choose to work with. Remaining 

primarily self-funded, Artpro’s 

determination to change 

Bangladesh’s view on a variety 

of contemporary art is driven 

by its members endless energy 

which will undoubtedly continue 

to steer this relatively young 

initiative forward. 

CONTACT: 
artproinitiative@gamil.com

www.artpro.com.bd 

Ashim Halder Sagor:  Under Pressure, Burns the Dream Down, performance.  

Photo credit:  Md. Zahid Hossain. Courtesy ArtPro.  

Md. Zahid Hossain: Green Life (2017), performance. Photo credit: Ashim Halder 

Sagor. Courtesy

ArtPro.
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(FOUNDED IN 2013)

Finding it challenging to initiate contemporary 

art projects in Dhaka alone, Back ART was 

formed as an endeavour to combine forces, 

which would open up the city’s art scene, 

providing emerging contemporary artists 

opportunities to expand their practice, and 

exhibit their 

experimental and 

performative work: 

most deemed 

too ambitious 

for conventional 

institutions. Believing 

in the transformative 

power of art, the 

group promotes new 

languages for art 

within Bangladesh 

producing a variety 

of programmes from 

exhibitions, workshops, and their most recent 

and most abitious endeavour, the international 

performance art festival, Dhaka Live Art 

Biennale (D’Lab).  

Founded on New Year’s Eve 2013, by artists 

Biplab Biprodas (b.1974), Shubho Saha (b.1982), 

Uma Mandal (b.1983), and Chhobi Zulfiqure 

(b.1983)—with Jewel A. Rob (b.1986) joining 

in May 2014—since 2015, new members have 

joined the core membership annually with 

mgKvjxb wkí  cÖKí wb‡q KvR Kivi D‡Ïk¨ wb‡q XvKvq 
Õe¨vK AvU©Õ Gi Rb¥ 31 wW‡m¤^i,2013| ïiy ‡_‡K GB 
msMVi HwZn¨ I ms¯‹…wZi F×Zv wb‡q  cÖK‡íi gva¨‡g 
wkí‡K RbgywL Kivi Kivi Kv‡R wb‡qvwRZ|  B‡Zvg‡a¨ 

Ôe¨vK AvU©Õ mevi `…wó  
AvKl©Y K‡i‡Q| ÔAvievb 
AvIqviÕ, Ôb¨vwUf wg_Õ, 
msjvc ev m¤cÖwZ 
‡kl nIqv AvšÍR©vwZK 
cvidig‡gÝ AvU© 
‡dw÷f¨vj, XvKv jvBf 
AvU© we‡qbvj (wW j¨ve) 
‡_‡K Ôe¨vK AvU©Õ GKUv 
wbR¯^ wkífvlv ¯’vcb 
Ki‡Z ‡c‡i‡Q|
Avie&b AvIqvi: bvMwiK 
Rxeb hvcb, cyivZb 
¯’vcbv, mgKvwjb `…wófw½ 
BZ¨vw` welq wkíx‡`i 

wfbœ wfbœ  cÖKvkfw½‡Z cvid©‡gÝ I ¯’vcbv wkígva¨‡g 
Dc¯’vwcZ nq| 
b¨vwUf wg_: wkíx I weÁvbx‡`i wgwjZ  cÖKí| mvaviY 
gvby‡li wek¦vm, ms¯‹vi wb‡q bv›`wbK Dc¯’vcbv _v‡K 
G‡Z| HwZ‡n¨i  cÖwZ m¤§vb Avi weÁvb gb¯‹ K‡i ‡Zvjvi  
cÖ”Qbœ  cÖ‡Póv _v‡K G  cÖK‡í|
msjvc: fvlv w`em‡K ‡K›`« K‡i cwiPvwjZ nq GB  
cÖKíwU| bvbv cvidi‡g‡Ý evO&gq n‡q I‡V Aby³ ‡eva 

Women in Fetal Position: Cover art for Akaliko’s music compilation 

“Nyurutsu”. CREDITS: Illustration by Humairah Shams, Graphics by 

Junaid Deep. Courtesy Back ART.  
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| wkíxZ Dc¯’vcbvq Kb‡mcPyqvj G cÖKíwU memgqB 
bw›`Z n‡q Avm‡Q|
wW-jve: XvKv jvBf AvU© we‡qbvj GKwU AvšÍR©vwZK  
cÖKí| wewfbœ ‡`‡ki  cÖwZwbwaZ¡Kvwi wkíxiv G‡Z 
AskMÖnY K‡i _v‡K|

upcoming young artists given priority. The core 

membership now includes Tanzina Hossen 

Aarshi (b.1992), Anisuzzaman Rubel (b.1993), 

Juton Chandra Roy (b.1985), Jaff Waley (b.1984), 

Mohosin Kabir Himalay (b.1987), Minhaz 

Mahmud (b. 1986), Nowsher Roman (b.1982), 

and Farzana Hossen (b.1982). In addition to this, 

the group is supported by a team of regular 

contributors, who have been known to refer to 

themselves as interns.  

Tanjina Hossen Aarshi performing during Native Myth’s second season in Hurrka village, Bagerhat. 

Courtesy of Back ART. 

The name Back ART derives from the group’s 

university days when the founding members 

would carry their belongings in backpacks.  In 

this bag all their arts equipment and ideas 

would be stored, almost like a portable studio. 

The name also has connotations with the idea 

of ‘bringing back’ native art, including folklore 

and traditional art forms, to the contemporary 

art scene: a theme explored in one of the 
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group’s three main programme strands, Native 

Myth.  An artist residency programme, the 

first edition took place in Ichhakhali-Baganbari 

in Bangladesh’s Chittagong Division, inviting 

proposals through an open call for work 

which would engage with local mythology 

and superstitions, and interpret them through 

contemporary art.  

The second edition, hosted in Hurrka village, 

Bagerhat in Bangladesh’s Khulna Division, 

focused on the myths surrounding the local 

Deeghi Jholmolia (Deeghi is a Bengali word 

which means a stable water land). Ten times 

bigger than a regular pond, it is the only 

fresh water source in the village, all others 

being salty.  Working with 17 artists and six 

scientists, Back ART conducted workshops 

on water management at three different 

schools, engaging directly with the children 

and introducing them to alternative uses for 

art, covering topics including how to preserve 

natural water from rain and purify water.   The 

Shubho Saha’s instllation as part of the second season of Urban Hours at Dhaka University’s Curzon 

Hall.   Courtesy of Back ART.  
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third edition took 15 artists to Maheshkhali in 

Cox’s Bazar (close to the port city of Chittagong 

in Southern Bangladesh), engaging with local 

fishermen, the Rohinga community, and ancient 

religious practices synonymous with the area.   

Back ART’s second main programme strand, 

Urban Hours, which challenges artists to tackle 

Dhaka as the subject of their work examining 

its problems and the chaotic pace of life in 

the midst of its rapid urbanisation. The first 

edition took place in picturesque grounds 

of Old Dhaka’s Rose Garden Palace, a late 

19th century mansion and garden, the venue 

abruptly contrasting with the themes of urban 

chaos explored within the 16 exhibiting artists’ 

interdisciplinary works. The second edition 

took place in the University of Dhaka’s historic 

Curzon Hall, engaging 20 artists, each focusing 

on city life, urban frustration, planning and 

infrastructure and city memories.  

Not considering performance art to be new 

media, Back ART’s third strand, Shonglap, 

(meaning conversation or dialogue in Bangla) 

provides a much-needed platform for the 

growing community of performance artists 

active within Dhaka and wider Bangladesh.  

Organised every year on 21 February 

(International Mother Language Day), the 

programme invites performance artists to 

express their own emotions through their art.  

After three successful editions, which received 

much international attention through social 

media, Back ART expanded the programme to 

become the Dhaka Live Art Biennale (D’Lab) 

in 2017.  

Placing an international open call for proposals, 

D’Lab’s inaugural programme took place in 

venues across the city, filling Dhaka’s streets, 

historical buildings and university campus—

including the swimming pool—with performance 

art. Hosting 34 artists from 13 countries, who, 

on seeing Back ART’s previous Shonglap 

programmes, sought their own funding to 

participate.  Bringing many international 

performance artists to Dhaka for the first time, 

the programme provided a unique opportunity 

for Dhaka’s artists to engage with international 

peers and for the public to engage with their 

work.  

Although spontaneous in their development, 

Back ART’s programmes skilfully tackle their 

collective mission, creating inovative and 

plaforms for young emerging artists to explore 

their own visions and to collaborate with others.  

CONTACT: 
info.backart@gmail.com

www.backart.org

www.facebook.com/BackARTofficial 

www.facebook.com/DhakaLiveArtBiennale
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(FOUNDED IN 1985)

Based in Jessore, in Bangladesh’s Southwestern 

Khulna division, Charupith was founded with 

the vision of increasing the impact of art 

within society: predominantly in their local 

rural communities, but also across Bangladesh.  

When translated to English, Charupith reads 

as ‘a place for 

aesthetics’, and 

over the last thirty 

years, that is exactly 

what the initiative 

has established 

in Jessore 

through a variety 

of programmes, 

including 

establishing their 

own independent 

school of Fine 

Arts, Library and 

Research Centre, 

maintaining an active 

involvement in numerous local social awareness 

campaigns, and conducting an innumerable 

number of children’s workshops.  

Operating with a core committee—which 

currently includes, Hironmoy Chanda (b. 1964), 

Mahbubur Jamal Shamim (b. 1960), Syed Golam 

Dastagir (b. 1970) and AFM Moniruzzaman Shipu 

(b. 1969)—who are selected for the forthcoming 

Pohela Boishakh (Bengali New Year) parade in Jessore.  Courtesy 

Charupith.

PviæcxV (cÖwZôv 1985 mvj)

PviæcxV AvU© wimvP© BÝwUwUDU evsjv‡`‡ki Lyjbv 
wefv‡Mi `wÿY cwð‡gi †Rjv h‡kv‡i wkí M‡elYv, 
wk‡íi we‡K›`ªxKiY Ges mvgvwRKi‡Yi gva¨‡g Zvi 
Kvh©µg Pvwj‡q hv‡”Q| h‡kvi †cŠimfvi gybmx 
†g‡niæjøvn mo‡K Pviæcx‡Vi wbR¯^ K¨v¤úvm i‡q‡Q| 
GLv‡b GKwU c~Y©v½ wPÎkvjv, MÖš’vMvi,AvU© ÷zwWI 
Ges Avevmb e¨e¯’v i‡q‡Q|

wkíx Gm Gg 
myjZv‡bi Aby‡cÖibvq 
fv¯‹i gvnveye Rvgvj 
kvgxg Ges fv¯‹i 
nvwg`y¾vgvb Lvb, 
†gvK‡jmyi ingvb, 
wkíx wnib¥q P›`, 
jvjviƒL †mwjg, wkkxi 
fÆPvh© Ges Ab¨vb¨ 
wewkó e¨w³e‡M©i 
mnvqZvq PviæcxV 
1985 mv‡j cÖwZôxZ 
nq| PviæcxV 49 Rb 
mvaviY cwil‡`i Øviv 
wbe©vwPZ 7 m`‡m¨i 

Kvh©Kix cwil` Øviv cwiPvwjZ| 

ÕPviæcxVÕ kãwU‡K hLb Bs‡iRw‡Z Abyev` Kiv nq 
ZLb Gi A_© `uvovq ’a place for aesthetics’ A_©vr 
b›`bZ‡Ë¡i ¯’vb| weMZ wÎk eQi hveZ wewfbœ 
mvgvwRK I mvs¯‹…wZK Kvh©µ‡gi gva¨‡g PviæcxV 
wk‡íi aviv cÖevwnZ K‡i Avm‡Q| 
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year during the annual general meeting, the 

initiative’s overall membership stands at around 

50 and includes artists, architects, art related 

people and those just interested in being 

involved. Although Charupith are predominantly 

self-funded, they have been successful in past 

applications for government funding, and have 

been recipients of the Ashoka Fellowship: an 

award for leading 

social entrepreneurs 

recognised to have 

innovative solutions 

to social problems 

and the potential 

to change patterns 

across society.  

Central to all 

Charupith’s activities 

is their self-sufficient 

Institute of Fine 

Arts which admits 

students from all 

backgrounds, aged 

three and above (with no upper age limit), 

who can attend any of the school’s classes 

for free.  To date, over 15,000 students have 

graduated from courses including art, dress 

making, primary knowledge of architecture, city 

beautification studies, craft and art history. The 

Institute also hosts regular drop-in workshop 

sessions for local children and young adults, 

providing opportunities for creativity not 

provided within most of the local school’s 

curricula.  

Committed to creating social awareness 

through art, the initiative continues to work with 

local communities in and around Bangladesh 

whose livelihoods have been threatened by 

economic and technological changes. Sola or 

sponge wood (a material obtained from a plant 

Charupith’s independent School of Fine Arts, Library and Research 

Centre based in Jessore.  Courtesy Charupith. 

Pviæcx‡Vi Ab¨Zg Kvh©µg ‡Ljvi Avb‡›` wkíKjvi 
gva¨‡g wkï‡`i wkÿv cª`vb| GhveZKvj cÖvq `k 
nvRvi wkï PviæcxV †_‡K wk‡íi wewfbœ kvLv, wPÎ, 
fv¯‹h©, QvcwPÎ, ¯’vcZ¨ I cwi‡ek†eva, †cvkvK 
wkí, kni †mŠ›`h©KiY, Kviæwkí Ges wk‡íi BwZnvm 
wel‡q †Ljvi Avb‡›` `xÿv MÖnb K‡i Avm‡Q| 
GQvovI wPÎKjv, fv¯‹h©, QvcwPÎ Ges Kviæwkí 
wel‡q Kg©kvjv I AvU©K¨v‡¤úi Av‡qvRb K‡i 

Avm‡Q| 

evsjv bee©l D`hvcb 
nj Pviæcx‡Vi 
me©cwiwPZ D‡`¨vM| 
PviæcxV MÖvg¨ I bM‡ii 
HwZn¨‡K GKÎxZKiY 
I DbœwZKiY K‡i‡Q 
wn›`y, ‡eŠ×, gymjgvb I 
L„óvb‡`i evsjv Drm‡e 
ms‡hvM Kivi gva¨‡g| 
evsjv bee‡l©i Ab¨Zg 
Av‡qvRb g½j 
†kvfvhvÎv Pviæcx‡Vi 
D‡`¨v‡M 1985 mv‡j 

h‡kvi kn‡i ïiæ n‡q AvR RvZxq Drm‡e cwiYZ 
n‡q‡Q| †jvK HwZn¨i bvbv gwU‡f mvRvb g½j 
†kvfvhvÎv Drm‡ei gy‡Lvk, gyKzU, HwZn¨ev`x cyZzj, 
bKkv, b„Z¨, ev`¨, Avb›` †KŠZyK Rxeb PP©vi Ask 
i‡q‡Q| 2016 mv‡j BD‡b‡¯‹v wek¦ wkí HwZn¨ 
wn‡m‡e g½j †kvfvhvÎv‡K ¯^xK…wZ cÖ`vb K‡i| 

1986 mv‡j Pviæcx‡V D‡Ï¨v‡M wkíx Gm Gg 
myjZv‡bi wReÏkvi Rb¥evwl©Kx Dcj‡ÿ myjZvb 
Rb¥ Drme ïiæ K‡i| mg‡qi avivevwnKZvq Zv AvR 
bovB‡j myjZvb †gjv I bvbv Drme‡K wN‡i e„nr wkí 
Av‡›`vjb M‡o D‡V‡Q| 

GQvovI PviæcxV loSZz Drm‡ei m~Pbv K‡i| 
†cŠl‡gjv, emšÍ Drme, el©vg½j Drme, Nywo Drme, 
Miæi Mvoxi †kvfvhvÎv Ges bevbœ Drm‡ei gva¨‡g 
ev½vjx RvwZ Ges †`k GKwÎfv‡e cjb K‡i Avm‡Q| 
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grown in paddy fields and shallow water-bodies) 

craft makers—whose delicate work is typically 

used in the production of traditional items, 

including deities, flowers, dolls and garlands—

had begun to leave Jessore for India due to a 

lack of sales.  Charupith helped them develop 

new designs to ensure that their products 

would appeal to a wider market, increasing 

their sales. Charupith also arrange a national 

embroidery competition, and run a variety 

of technical support courses for traditional 

embroidery artists.

Most famously, the group hosts Jessore’s yearly 

Pôhela Boishakh (Bangla New Year) festival 

on 14 April, and were the first to initiate the 

Mongol Shovajatra procession in 1987.  A mass 

procession that takes place at dawn on the first 

day of the Bengali New Year, the procession is 

now considered to be an important expression 

of the identity of the Bangladeshi people and 

a promotion of their unity. In 1988 Charupith 

introduced the Mongol Shovajatra procession 

to other cities across Bangladesh, including 

Dhaka (where it begins at the Faculty of Fine 

Arts), Barisal and Mymensingh, who hosted their 

own parades under the guidance of Charupith 

and continue to do so today independently.  In 

2016, the procession was granted UNESCO’s 

world heritage status, as a heritage of humanity. 

For their ongoing efforts, Charupith have 

received several awards, including the 

Bangladeshi Prime Minister’s Gold Medal 

in 2011, awarded for their contribution to 

alternative education through art.  Charupith’s 

latest projects focus on developing the quality 

of life in rural areas through art by establishing 

five new centres in villages surrounding Jessore, 

which will develop awareness of the region’s 

native crafts and create a space for new media 

innovation in art and materials.  

PviæcxV evsjv‡`‡ki gvZ…Ky‡ji wPiKvwjb wkíPP©v 
m~wPwk‡íi avivevwnKZv iÿvi mnvqZvq cÖwZ‡hvwMZv 
Av‡qvRb Ges m~wPwkíx‡`i †ckvq Zv‡`i wU‡K _
vKvq Drmvn cÖ`vb I mnvqZv K‡i Avm‡Q| 

GQvov Pviæcx‡Vi D‡`¨v³v fv¯‹i gvneye Rvgvj‡K 
Pviæcx‡Vi Kg©m~wPi mv_©KZvi w¯^K…wZ ¯^iƒc Awfbe 
mvgvwRK D‡`¨v³v wn‡m‡e Av‡gwiKvÕi A‡kvKv 
dvD‡Ûkb †d‡jvwkc Ges 2011 mv‡j †ivUvix 
B›Uvib¨vkbvj evsjv‡`‡ki wkÿv‡ÿ‡Î Pviæcx‡Vi 
e¨wZKªwg f~wgKv ivLvi ¯^wK„wZ ¯^iƒc ¯^Y©c`K cÖ`vb 
K‡i| 

PviæcxV g~jZ wbR¯^ A_©vq‡b cwiPvwjZ nq| GQvovI 
wewfbœ mg‡q miKvwi mnvqZv Ges wewfbœ cÖwZôvb 
I e¨w³eM© Pviæcx‡Vi c„ô‡cvlKZv K‡ib| eZ©gv‡b 
PviæcxV‡K Zvi hy‡Mvc‡hvwM K‡i Zvi Kg©m~wP¸wj‡K 
bevqb Ges my`„p cÖwZôvb iƒc`v‡b msMVwbK eûZj 
feb wbg©vb Kivi cª¯‘wZ Pj‡Q|

CONTACT 

charupith.jsr@gmail.com

https://www.facebook.com/charupith/
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(FOUNDED IN 2014) 

Established as a series of experimental warm 

ups in 2013, Daagi Art Garage is a collaborative 

and supportive collective comprised of 

seven multi-disciplinary Dhaka-based artists.  

Officially founded on friendship and common 

perceptions, members Dhiman Sharkar (b. 1988), 

Emran Sohel (b. 1984), Rasel Chowdhury (b. 

1988), Rupam Roy (b. 1985), Sanad Biswas (b. 

1986), Sanjid Mahmud (b. 1987), and Syed Tareq 

Rahman (b. 1988) took a studio space together 

where they could meet, make work, share 

ideas, and solve their own and others artistic 

problems, inspire and support each other.  

Daagi, if translated plainly into English means 

‘convicted,’ a play on words highlighting the 

group’s capability to challenge the accepted 

values of art, and their courage to face criticism 

for the work they produce.  Taking inspiration 

from the common platforms of solidarity formed 

by artists active in the Mumbai and Calcutta 

art scenes between the 1940s to early 1960s—

as well as the Somoy group which formed in 

Bangaldesh during the 1990s (but has since 

folded)—members share a rented studio space 

in the Maghbazar district of Dhaka, avoiding the 

inevitable isolation of working alone.  

Having formed cloose working relationships 

through their ongoing conversations and 

2013 mv‡j Lmov wKQy wbix¶vg~jK Kv‡Ri gnov w`‡q 
ïiy, Zvici ‡_‡K bvbv wewPÎgyLx Abykxj‡bi ga¨ w`‡q 
M‡o D‡V‡Q `vMx AvU© M¨v‡iR, XvKv ‡Kw›`«K mvZ wkíxi 
mgevwqK Ges cvi¯úwiK mn‡hvwMZvi mg‡SvZvq M‡o 
IVv GKwU ‡hŠ_  cÖqvm| eÜyZ¡ I mgfvebvi Avw½‡K 
axgvb miKvi(R-1988), Bgivb ‡mv‡nj(R-1984), 
iv‡mj ‡PŠayix(R-1988), iycg ivq(R-1985), mb` 
wek¦vm(R-1986), mvbwR` gvngy`(R-1987) Ges 
‰mq` Zv‡iK ingvb(R-1988) AvbyôvwbKfv‡e Mªyc 
wn‡m‡e Zvu‡`i hvÎv ïiy K‡ib GKwU ÷ywWI wb‡q, ‡hLv‡b 
cvi¯úwiK mv¶vZ ‡Zv e‡UB, GKB mv‡_ e¨w³MZ I 
‡hŠ_ KvR, fvebvi Av`vb- cÖ`vb, wkím¤ú…³  cÖ‡kœi 
mgvavb K‡ib Zvuiv G‡K Ab¨‡K Drmvn I mn‡hvwMZv 
w`‡q| 

Ô`vMxÕ kãwU A_©MZ w`K n‡Z mve¨ nIqv ‡Kvb Acivax‡K 
‡evSvq| bvg wbe©vP‡bi gywÝqvbvB e‡j ‡`q ‡h MªycwU  
cÖPwjZ wkí‡eva‡K  cÖ‡kœi gy‡L ‡dj‡Z Pvq Ges Kv‡Ri 
‡h ‡KvbiKg mgv‡jvPbv MÖn‡Y ‡Kvb wØav ‡bB Zvu‡`i| 
1940 ‡_‡K 1960 mvj bvMv` M‡o IVv I mwµq _vKv 
gy¤^vB Ges KjKvZv Mªyc Ges Õ80 Gi `k‡K M‡o IVv 
XvKv ‡Kw›`«K ÔmgqÕ Mªyc(hv eZ©gv‡b wbwl&µq) Zvu‡`i GK 
nevi g~j ‡ cÖiYv| ZviB ‡ cÖw¶‡Z mg¯Í e¨w³K PP©vi 
Acwinvh©Zv‡K Gwo‡q XvKvi gMevRv‡i GKwU ÷ywWI 
fvov wb‡q mK‡j wg‡j GK‡Î KvR K‡i Pjv|

wb‡R‡`i ga¨Kvi K‡_vcK_‡b, m…wókxj fvebvi 
wewbg‡q(mvgvwRK ‡hvMv‡hvM gva¨g ev Rbw cÖq ‡Kvb 
A¨vc e¨envi K‡i KLbI, hLb mivmwi ‡hvMv‡hvM 
m¤¢e bq) MªycwUi m`m¨iv G‡K A‡b¨i ga¨Kvi mwgj 
wkí-fvebvwU‡K Avwe®‹vi K‡ib Ges GKwU ‡hŠ_Zvi 
‡ cÖiYv ‡_‡K nvwRi K‡ib ‰kwíK  cÖqvm‡K| GB  
cÖwµqvwU KLbI mK‡j wg‡j, KLbI Mªy‡ci ga¨Kvi 
`yR‡bi ‰ØZ  cÖqv‡m, KLbIev wZbR‡bi ‡Póvq n‡q 
_v‡K|  cÖwZwU wkíx m`m¨B Zvui e¨w³K iywP I `…wó‡Z 
KvRwU‡Z AskMÖnY K‡ib wVKB wKš‘ m‡e©vcwi ‡hŠ_fv‡e 
Zvuiv GKwU bZybZi MfxiZvi AbymÜvb K‡ib, wb‡R‡`i 
e¨w³ wPšÍvi e¨vwß‡K AviI  cÖmvwiZ K‡i| wewPÎ wkí-
DcKiY, Uyjm, mgvß-Amgvß KvR, wew¶ß me Dcv`vb 
w`‡q cwic~Y© ÷ywWIwU mv¶¨ enb K‡i Zvu‡`i avivevwnK 
wbix¶v I ‡hŠ_ Kg©cÖ×wZi| Zvuiv Abyfe K‡ib Gfv‡e 
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creative exchange (continued through social 

media and communication apps when they 

are unable to meet in person), the group 

uncover similar themes in each others work, 

exploiting these connections as the impetuous 

for collaboration, sometimes as a whole 

group, other 

times in pairs 

or trios.  With 

each member 

contributing their 

own viewpoint, 

the group expose 

new depths 

within their 

chosen themes, 

while diversifying 

their own 

thinking.   Full of 

tools, materials, 

finished and 

unfinished 

work, their 

studio space is 

crammed with 

evidence of the 

groups consistent 

experimenting 

and endless collaborative processes which they 

feel draw out different themes in their own 

work and makes them stronger as a collective.    

Many of Daagi’s collaborative efforts have 

tackled political issues, one of which led to 

their first group exhibition, Weapon Can’t 

Kill!, in February 2016, the title being more of 

a common slogan that each member adapted 

to their individual expression: but the group 

also admit it to be more about getting together 

and making art.  Although each member has 

his own practice, once a body of work reaches 

Zvuiv wb‡R‡`i fvebvi RvqMvq F× nb, Ges GKBmv‡_ 
‡hŠ_fv‡eI n‡q I‡Vb kw³kvjx| 

Ô`vMxÕi ‡ek wKQy ‡hŠ_  cÖqvmB ivR‰bwZK NUbv cÖevn‡K 
AvËxKiY K‡i‡Q, hvi GKwU 2016 mv‡ji ‡de«yqvwi gv‡m 
ÔDBcb K¨v›U wKjÕ bv‡g Zvu‡`i  cÖ_g Mªyc  cÖ`k©bxwU 

Ki‡Z DØy× K‡i|  cÖ`k©bxi 
wk‡ivbvgwU‡K GKwU mvaviY 
‡¯øvMv‡bi RvqMv ‡_‡K wb‡q  
cÖ‡Z¨K m`m¨B hvi hvi 
gZ K‡i MÖnY K‡ib Ges 
e¨w³MZ Awfe¨w³‡Z wkí-
iPbv K‡ib hv m‡e©vcwi GKwU 
‡hŠ_ KvR Kivi ‡¶‡Î Mªy‡c 
mgwš^Zfv‡eI Aby‡gvw`Z 
wQj | hw`I  cÖ‡Z¨K 
m`‡m¨iB wbR¯^ PP©v i‡q‡Q 
ZviciI e¨w³MZ wPšÍv 
‡_‡K Avmv ‡Kvb KvR hLb 
mK‡ji mw¤§wjZ D‡`¨v‡M 
cwimgvwßi w`‡K G‡Mvq 
Ges `vMx AvU© M¨v‡i‡Ri 
KvR wn‡m‡e  cÖ`wk©Z nq 
ZLb ‡Kvb m`m¨B ‡mwU‡K 
Ae‡k‡l Avi wb‡Ri KvR 
wn‡m‡e `vwe K‡ib bv eis 
G‡K mvwe©Kfv‡e Mªy‡ci ‡hŠ_  
cÖ‡Póv ‡_‡K D‡V Avmv GKwU 
KvR wn‡m‡eI ‡`‡Lb| Zvuiv 

ZLbB Zvu‡`i Kv‡Ri  cÖ`k©bx K‡ib hLb Zvuiv Abyfe 
K‡ib ‡h ‡mwU ‡hŠ_fv‡e GKwU c~Y©v½ KvR n‡q D‡V‡Q| 
Zvu‡`i ‡hŠ_ Kv‡Ri  cÖ`k©bxi msL¨v mxwgZ wKš‘ `xN©  
cÖZx¶v‡K dj cÖm~ K‡iB cwi‡k‡l Zv nq| 

`vMxi  cÖ‡Z¨K wkíxB e¨w³MZfv‡e Zvu‡`i GB ‡hŠ_ 
D‡`¨v‡Mi evB‡iI XvKvi Kg©gq wkív½‡b mwµqfv‡e 
Ae`vb ivL‡Qb| Zvu‡`i gv‡S K‡qKRb Ômvg`vbx AvwU©÷ 
‡jW Bwbwk‡qwUf ‡dvivgÕGi (wkíx‡`i ‡bIqv D‡`¨vM) 
Gi m`m¨| mg¯Í  cÖwZKyjZv m¤ú‡K© IqvwKenvj KÕRb 

Above: Daagi Sanjid Mahmud drawing as a part of collaborated paining 

at Daagi Art Garage Studio wall. 30th Oct. 2016.  Photo by : Sanad 

Kumar Biswas.

Below: Daagi’s first group show called “ Weapon can’t kills” at South 

Asian Media Academy, Pathshala. 3rd Feb 2016.   Photo by Rasel 

Chowdhury.
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its conclusion and is exhibited as DAG, no 

individual member claims the work as their 

own, seeing it entirely as a product of the group 

and their collaborative efforts.  Exhibiting their 

efforts only when the group collectively feels 

that their work has reached a conclusion, their 

collaborative exhibitions are few, but worth the 

wait when they do occur.   

Each of Daagi’s members is also active 

as individual artist outside the collective, 

contributing to in their own way to Dhaka’s 

energetic art scene, and to the work of other 

active initiatives, 

many of who are 

also members of the 

Samdani Artist-Led 

Initiatives Forum.  

Conscious of the 

difficulties surviving 

as professional 

artist can provide, 

as a group, their 

collective efforts 

and supportive 

environment leave them all better prepared to 

face the challenges of their chosen profession 

and thrive as individual artists.     

CONTACT
daagiartist@gmail.com

www.daagiartgarage.com (currently under 

construction) 

Daagi Sanjid Mahmud drawing as a part of collaborated paining at 

Daagi Art Garage Studio wall. 30th Oct. 2016.  Photo by : Sanad Kumar 

Biswas.

‡ckv`vi wkíxi mg¯Í ‡hŠ_  cÖqvm Ges wb‡R‡`i ga¨Kvi 
mn‡hvwMZvi cwi‡ek Zvu‡`i‡K  cÖ¯ÍyZ Ki‡Q GKwU Mªyc 
wn‡m‡e wµqvkxj ‡_‡K Zvu‡`i wbe©vwPZ ‡ckv‡ZB AviI 
KwVb c_ cvwo w`‡Z Ges e¨w³ wkíx wn‡m‡e jo‡Z|    
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(FOUNDED IN 2001)

Situated in the lush greenery of Bangladesh’s 

North Western Thakurgaon district, Gidree 

Bawlee has created an extraordinary space 

for artist residency retreat from where they 

facilitate cultural and artistic exchange 

programmes.  Believing culture to be a major 

component of sustainable development, their 

collaborative residencies directly engage 

with the districts marginalised communities: 

including one of the area’s oldest indigenous 

communities, the Santal.  Through their 

residency programme and community 

focused activities, Gidree Bawlee (a Santal 

word, meaning nursery rhyme) is encouraging 

a dialogue of understanding between its 

participants and the wider communities within 

the district.

A non-profit multidisciplinary initiative, Gidree 

Bawlee is run by a group of dedicated core 

members: Kamruzzaman Shahdin (b. 1974), Salma 

Jamal Moushum (b. 1982), Hasan Arif (b. 1963), 

Md. Zakirul Haque Chowdhury (b. 1975), Syed 

Saifur Rahman (b. 1952), Soumik Das (b. 1974), 

Tahsina Shahin (b. 1973), Salma Zakia Bristy (b. 

1973), Anika Alam (b. 1983), and Amal Tudu (b. 

1995). 

Promoting coexistence and cultural diversity 

through their fully-inclusive programme, 

Gidree Bawlee’s programmes create space 

for meaningful engaement between rural 

crafts people, traditional performers and 

contemporary artists.  Roots, held in 2013, took 

(2001 mv‡j  cÖwZwôZ)
 
ms¯‹…wZ mv‡÷B‡bej Dbœq‡bi GKwU ¸iyZ¡c~Y© 
Abyl½- GB wek¦vm ‡_‡K wM`ix evDwj GKwU cøvUdg© 
‰Zwi K‡i‡Q, hv mgKvjxb wkíx I evsjv‡`‡ki DËi 
cwðgvÂ‡ji VvKyiMvuI ‡Rjvi  cÖvwšÍK gvby‡li g‡a¨ 
GK e¨wZµgx mgš^qg~jK wkíPP©vi Av‡qvR‡bi 
gva¨‡g mvs¯‹…wZK I ‰kwíK wewbgq‡K DrmvwnZ 
K‡i| ‡iwm‡WwÝ Ges KwgDwbwU wfwËK Kg©m~wPi 
gva¨‡g wM`ix evDwj (mvuIZvj fvlvq Gi A_© 
wkï‡Zvl Qov) AskMÖnYKvix wkíx Ges GB ‡Rjvq 
emevmKvix e…nËi m¤cÖ`v‡qi g‡a¨ wg_w¯Œqv m…wó‡Z 
m‡Pó|
wM`ix evDwj cwiPvwjZ nq wb‡ew`Z cÖvY GK`j 
‡K›`«xq m`‡m¨i gva¨‡g: Kvgiy¾vgvb ¯^vaxb (Rb¥ 
1974), mvjgv Rvgvj ‡gŠmyg (Rb¥ 1982), nvmvb 
Avwid (Rb¥ 1963), ‡gv. RvwKiyj nK ‡PŠayix (Rb¥ 
1975), ‰mq` mvBdyi ingvb (Rb¥ 1952), ‡mŠwgK 
`vm (Rb¥ 1974), Zvnwmbv kvnxb (Rb¥ 1973), 
mvjgv RvwKqv e…wó (Rb¥ 1973), AvwbKv Avjg 
(Rb¥ 1983) Ges Agj UyWy (Rb¥ 1995)|

cy‡ivgvÎvq AšÍf©~w³g~jK Kg©m~wPi gva¨‡g wM`ix 
evDwj mnve¯’vb I mvs¯‹…wZK ‰ewPZª¨‡K DrmvwnZ 
Ki‡Z cj x Kviywkíx, ‡jvKR wewfbœ gva¨‡gi wkíx 
Ges mgKvjxb wkíx‡`i AskMÖn‡Y ‡ek K‡qKwU 
‡iwm‡WwÝ ‡ cÖvMÖv‡gi Av‡qvRb K‡i‡Q| 2013 
mv‡j wkí Kg©kvjv iyUm Av‡qvwRZ nq VvKyiMvuI‡qi 
evwjqv MÖv‡g| GB ‡iwm‡WwÝ‡Z mvZRb ¯’vbxq wkíx 
I mvZRb mgKvjxb wkíx Pvicv‡ki cwi‡ek ‡_‡K 
msMÖn Kiv Mv‡Qi ‡kKo–evKi e¨envi K‡i wkíKg© 
‰Zwi K‡i| ‡iwm‡WwÝ ‡k‡l wkíKg©¸‡jv wb‡q 
eive‡ii g‡Zv Db¥y³  cÖ`k©bx Av‡qvRb Kiv nq| 
Avkcv‡ki MÖvg¸‡jvi kZ kZ ‡jvK GB  cÖ`k©bx 
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‡`L‡Z Av‡m| AskMÖnYKvix wkíx‡`i m‡½ Zviv 
wPšÍv I fve wewbgq K‡i|

2014 mv‡j AbywôZ ‡iwm‡WwÝi bvg wQj j¨vÛ–
AvU©|cvuPw`‡bi GB Kg©kvjvq AskMÖnY K‡ib 
10 Rb mgKvjxb wkíx Ges 22 Rb ¯’vbxq wewfbœ 

gva¨‡gi wkíx| 

2016 mv‡j Bb–
mvBU bv‡g GKwU 
cwi‡ekwfwËK Ges 
KwgDwbwU AvU©  cÖKí 
AbywôZ nq| ‡gvj vwb 
bv‡g GKwU mvuIZvj 
cvovq AbywôZ mvZ 
w`‡bi G ‡iwm‡WwÝ 
Kg©m~wP‡Z 5 Rb 
mgKvjxb wkíx I 
5 Rb ¯’vbxq wkíx 
cvi¯úwiK mgš^‡qi 
gva¨‡g IB GjvKvi 
m‡½ m¤ú…³ wkíKg© m…
wó K‡ib| ‡iwm‡WwÝ‡Z 
AskMÖnYKvix wkíxiv 
MÖv‡gi KwgDwbwUi 
m‡½  hy³ n‡q GK‡Î 
KvR K‡ib| BbmvBU 
Uy bv‡g wØZxq Av‡iKwU 
Av‡qvRb nq 2017 
mv‡j| Gevi 5 Rb 
AvevwmK wkíx evwjqv 
MÖv‡gi KwgDwbwU¸‡jvi 

m‡½ GKwÎZ n‡q wkíKg© m…wó K‡ib|

wM`ix evDwji Kv‡Ri g~j Awfwb‡ek hw`I 
mgKvjxb wkíx I Avw`evmx ‡jvKR wkíx‡`i g‡a¨ 
wkí msµv wewbgq m¤¢e Kiv, Gi cvkvcvwk Zviv 
VvKyiMvuI AÂ‡ji Rb‡Mvôxi ms¯‹…wZ msi¶Y Ges 
¯’vbxq  cÖkvm‡bi m‡½ Zv‡`i ‡hvMv‡hv‡Mi Dbœq‡b 
f~wgKv ‡i‡L _v‡K| AšÍiv‡j ‡_‡K Zviv mvuIZvj 

place in Thakurgaon’s Balia Village, inviting 

seven local artists and seven contemporary 

artists to create work using only the roots of 

trees and plants found in the surrounding areas. 

At the cloose of the residency, like all their 

programmes, the work created is exhibited and 

celebrated with an 

open studio event, 

drawing hundreds of 

people from nearby 

villages who interact 

with the resident 

artists.

Their first residency, 

Land-Art, held in 

2014, challenged 

artists to make work 

with found objects 

sourced from the 

Balia Village, where 

the residency was 

hosted, engaging 

ten contemporary 

artists to work in 

collaboration with 22 

local craftsmen over 

a five-day period. 

In-Site, an 

environmental 

and community 

art project, held in 

2016, challenged 

five contemporary artists and five local artists 

to work collaboratively to produce new site-

specific work over a seven-day period in the 

Santal village of Mollani. The resident artists 

were invited into the heart of the village to 

engage with the local community who are 

always enthusiastic to collaborate.The second 

iteration of this project, In-Site 2, was held in 

Artists Working, ‘Roots - Collaborative Art Workshop’ (2013). Courtesy 

Gidree Bawlee Foundation of Arts.  

Performance, ‘Collaborative Land Art Workshop’ (2014). Courtesy Gidree 

Bawlee Foundation of Arts. 
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2017, again with participation from five artists 

and the surrounding communties of Balia. 

Although Gidree Bawlee’s work focuses 

on creating artistic exchanges between 

contemporary artists and Indigenous traditional 

artists, they also help the Thakurgaon district’s 

communities to preserve their culture 

and improve their relationships with local 

administration.  Remaining behind the scenes, 

the group also assists the Santal community 

to organise their cultural events, including the 

annual Shidhu-Kanhu Festival (commemorating 

the two Santal leaders, Sidhu Murmu and Kanhu 

Murmu who declared rebellion against British 

colonists), celebrated through a programme 

of traditional games, dance and theatre 

performances.

Continuously expanding their programme, 

Gidree Bawlee has recently begun researching 

and actively implementing alternative 

economic opportunities for the Santal and 

their surrounding communities. The initiative’s 

latest project The Future is Handmade, engages 

mainstream fashion designers, artists and 

local craftsmen in collaborative workshops to 

developed new, innovative products for the 

urban market while also raising awareness of 

the local community’s craft heritage. The first 

workshop in this series was supported by The 

Prince Claus Fund, and the second by the 

Ministry of Cultural Affairs, Bangladesh. 

Understanding that changes in social, 

behavioural or environmental thinking takes 

time, through their collaborative cultural 

exchange programme, over the last 16 years, 

Gidree Bawlee has made a significant 

impact to the lives of many communities in 

the Thakurgaon district with who they have 

engaged. Although their activities remain 

predominantly focused around Thakurgaon, the 

Rb‡Mvôx‡K wmay-Kvby Drmemn (we«wUk Jcwb‡ewkK 
kvmK‡`i wei“‡× we‡`«v‡ni ‡bZ…Z¡ `vbKvix 
mvuIZvj ‡bZv wmay gyg©y Ges Kvby gyg©y ¯§i‡Y) 
Zv‡`i wewfbœ mvs¯‹…wZK Drme-Abyôvb Av‡qvR‡b 
mn‡hvwMZv K‡i _v‡K| GBme Abyôv‡b ‡jvKR 
‡Ljvayjv, bvP Ges bvU‡Ki Av‡qvRb _v‡K| 

wb‡R‡`i Kg©m~wPi cwiwa  cÖwZwbqZ evwo‡q hv‡”Q 
wM`ix evDwj| m¤cÖwZ Zviv mvuIZvj I Zv‡`i 
Avkcv‡ki m¤cÖ`vq¸‡jvi Rb¨ weKí A_©‰bwZK 
m¤¢vebv msµvšÍ M‡elYv ïiy K‡i‡Q Ges ‡m¸‡jvi 
djvdj ev¯Íevqb Ki‡Z ïiy K‡i‡Q| GB D‡`¨v‡Mi 
me©mv¤cÖwZK Kg©m~wP `¨ wdDPvi BR n¨vÛ‡gW-G 
g~javivi d¨vkb wWRvBbvi, wkíx Ges ¯’vbxq 
Kviswkíx‡`i g‡a¨ mgš^qg~jK Kg©kvjvi gva¨‡g 
bZyb Ges D™¢vebx cY¨ ‰Zwi K‡i Zv knivÂ‡j 
evRviRvZKiY Kiv QvovI ¯’vbxq KwgDwbwUi 
HwZn¨ wel‡q m‡PZbZv ‰Zwi‡Z f~wgKv ‡i‡L‡Q| 
GB wmwi‡Ri  cÖ_g Kg©kvjvwUi c…ô‡cvlK wQj w 
cÖÝ K¬vDm dvÛ Ges wØZxqwUi c…ô‡cvlKZv w`‡q‡Q 
evsjv‡`k miKv‡ii ms¯‹…wZ gš¿Yvjq| 

mvgvwRK, AvPiYMZ Ges cwi‡ekMZ wPšÍvfvebvi 
cwieZ©b mgqmv‡c¶ e¨vcvi| Zv m‡Ë¡I wM`ix evDwj 
MZ 16 eQi a‡i Zv‡`i mgš^qg~jK mvs¯‹…wZK wewbgq 
Kg©m~wPi gva¨‡g VvKyiMvuI ‡Rjvi A‡bK m¤cÖ`v‡qi 
RxebhvÎvq Zvrch©c~Y©  cÖfve ivL‡Z m¶g n‡q‡Q| 
Zv‡`i Kvh©µg hw`I g~jZ VvKyiMvuI‡qi Pvicvk‡K 
‡K›`« K‡i, G D‡`¨vM evsjv‡`‡ki Ab¨vb¨ As‡kI 
m¤cÖmvwiZ Kivi cwiKíbv Zv‡`i Av‡Q| 
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initiative plans to expand their programme to 

engage other indigenous communities across 

Bangladesh. 

CONTACT
gidreebawlee@gmail.com

http://gidreebawlee.org/

https://www.facebook.com/GidreeBawlee/

The Future is Handmade - Collabortive Craft Workshop (2014). Courtesy Gidree Bawlee Foundation of Arts. 
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(FOUNDED IN 1992)

The Chittagong Hill Tracts—the collective name 

for the Rangamati, Khagrachari and Bandarban 

districts—are situated along Bangladesh’s 

Southeastern border with India and Myanmar in 

the country’s Chittagong 

division.  An area with 

rich cultural heritage 

and traditions, there 

are 11 different groups 

of ethnic minorities 

who reside within 

the region—Chakma, 

Marma, Tipura, Mru, 

Tanchangya, Chak, Kumi, 

Kuki, Lushai, Khyang, 

Pankho—each with their 

own language, heritage, 

dress, culture and 

customs. It is through 

the work of the region’s 

artists that these 

cultural differences are 

depicted, alongside the 

area’s natural beauty, 

including its lush forests, 

mountains, and hills. 

The Hill Artists’ Group was founded by a group 

of regional artists to promote both their own, 

and other regional artists’ work, organising 

exhibitions to increase engagement with their 

work, and more recently, art camps to help with 

their professional development.  

Weaving and Craft (2017), Jublee Devan Chakma. Courtesy Hill 

Artist Group.  

evsjv‡`‡ki `w¶b-c~e© DcK~‡j BwÛqv, gvqvbgvi I 
PÆMÖvg wefv‡Mi mxgv‡šÍ Aew¯’Z ivOvgvwU, LvMivQwo 
I ev›`ieb ‡Rjv mg~‡ni mgš^q MwVZ GKwU cvnvox 
AÂj cve©Z¨ PÆMÖvg|

GLv‡b ‡gvU 11wU fvlv-fvwl wfbœ wfbœ ¶y`« RvwZ 
mË¡v mg~‡ni emevm| 
bvg ¯^iƒc PvKgv,gvigv, 
wGcyiv, ‡g«v, ZÂMv, 
PvK, ¶ywg, KywK, jymvB, 
‡Lqvs, cvs‡Lv|  cÖ‡Z¨K 
msL¨vjNy wb‡R‡`i fvlv, 
ms¯‹…wZ, HwZn¨ I  cÖ_v 
wbR¯^ avivq cvjb Ki‡e 
Avm‡Q|

cvnvox wkíxiv Zv‡`i 
‰kwíK ¸bvewj wb‡q 
cvnv‡oi Ac~e© ‰kwíK `…
k¨, mvs¯‹…wZK ‰ewPG¨Zv 
I ¸i“Z¡ Zv‡`i Qwei 
gva¨‡g  cÖKvk Kivi ‡Póv 
Ki‡Q|

wnj AvwU©÷ Mªyc MwVZ 
n‡q‡Q cve©Z¨ PÆMÖv‡gi 
wkíx‡`i mgš^‡q|GB 
msMVbwU g~jZ 14Rb 

wewkó wkíxi mgš^‡q cwiPvwjZ|

mfvcwZ: abgwb PvKgv, mn-mfvcwZ: jvfjx 
PvKgv, Ab¨vb¨‡`i g‡a¨ mvavib m¤úv`K: wRsgyb 
wjqvb eg,  cÖPvi m¤úv`K : bqb wGcyiv, e¨e¯’vcb 
m¤úv`K: wZZvm PvKgv, ‡Kvlva¶¨: i‡bj PvKgv,  
cÖgyL KwgwU‡Z we‡kl ¸iyZ¡c~Y© fywgKv cvjb 
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Operated by a core group of 11 artists between 

the ages of 20 and 60—President, Dhanamoni 

Chakma; Vice-Presidents, Lovely Chakma 

and Zing Mun Lian Bawm; Publicity Secretary, 

Nayan Tripura; and Members, Uday Shankar 

Chakma, Lumbiny Dewan, Khing Shai Marma, 

Divaya Alo Chakma, Mingku Chakma, Van Ram 

Bawm and Joy Deb Roaja—the group’s decisions 

are made collectively for the greater good 

of the region and its artists.  To help sustain 

their efforts, a 100 BDT monthly subscription 

fee (just over one US dollar) is paid by all the 

group’s members (around 30 artists) and used 

to fund their annual art exhibitions, hosted in 

Chittagong, Dhaka and other South Asian cities.  

Modern art was initially introduced to the 

Chittagong Hill Tracks region in the 1940s by 

Chunnilal Dewan (1911 - 1955)—the first formally 

trained Bangladeshi Chakma artist and writer—

whose attempt to gain wider recognition for 

his work was the impetus for a new cultural 

status in the region.  Dewan encouraged many 

Indigenous artists to pursue academic training 

and to use the application of art for social good 

by engaging with local communities through 

their practice.  

Taking inspiration from Dewan’s example, 

through their activities, the Hill Artists’ Group 

are developing a local infrastructure to further 

encourage involvement with art in the region’s 

communities. The initiative’s art camps take 

place across the Chittagong Hill Tracts—an 

area of Bangladesh which cannot be visited by 

foreigners without army permission—connecting 

local and ethnic groups through art, and 

using local knowledge as a catalyst for artistic 

expression.  Recently expanding their art camp 

programme, the initiative now organises camps 

specifically for novice artists—the first of which 

took place in early 2017 at Rannyea Tugun Eco 

Ki‡Qb|

Ab¨vb¨ m`m¨e…›`: Rq‡`e ‡ivqvRv,D`q m¼i 
PvKgv, wi‡Zk PvKgv, jyw¤^bx ‡`Iqvb,wKs mvB 
gvigv, w`e¨ Av‡jv PvKgv, wgsKy PvKgv I ‡fb ivg 
eg|

msMVbwUi m&nvwqZ¡ i¶v‡_©  cÖ‡Z¨‡K gvwmK LiP 
eve` 100UvKv  cÖ`vb K‡i _v‡K| GB Znwe‡ji 
UvKv evrmwiK wPÎ  cÖ`k©bx Av‡qvR‡b e¨q Kiv nq|

1940 mv‡j Avgv‡`i cve©Z¨ PÆMÖv‡g gW©vb Av‡Ui«  
cÖ_g Dcm&nvcbv K‡ib  cÖqvZ wkíx Pybxjvj 
‡`Iqvb|wZwb ixZ¨bymv‡i wk¶v cÖvß  cÖ_g wPÎ wkíx 
Ges cvkvcvwk GKRb mybvgab¨ ‡jLK wn‡m‡eI 
cwiwPZ| 

 cÖqvZ wkíxi Kv‡R Aby cÖvwYZ n‡q GB AÂ‡j 
bZyb K‡i GKwU msMV‡bi m…wó|

wnj AvwU©÷ Mªyc wKQyw`b Av‡M cve©Z¨ PÆMÖv‡g 
wk¶vbywemx‡`i Kv‡Ri  cÖwZ Aby cÖvwbZ Kivi 
j‡¶¨ GKwU AvU© K¨v‡¤úi Av‡qvRb K‡iwQj| 
msMV‡b AviI K‡qKwU MVbg~jK c`‡¶c ‡bqvi 
cwiKíbv i‡q‡Q| G‡`‡ki  cÖL¨vZ wPÎ wkíx, 
wk¶K I M‡elK‡`i wb‡q GB AÂ‡ji  cÖv_wgK 
I D”P gva¨wgK wk¶v_©x‡`i gv‡S GKwU avivevwnK 
Iq©vKkc/‡mwgbv‡ii Av‡qvRb Kivi cwiKíbv 
Av‡Q|Gi ‡gŠwjK D‡Ïk¨ n‡”Q mgmvgwqK wPÎ 
wkíx‡`i Kv‡Ri avivi mg¤^‡Ü ZiyY‡`i Kv‡Q Ávb  
cÖmvwiZ Kiv| 

Avgiv m‡PZb bvMwiK wn‡m‡e wkï-wK‡kvi I 
D`xqgvb ZiyY wPÎ wkíx‡`i  cÖwZ `…wócvZ KiwQ 
hv‡Z GKB mv‡_ m¤§y‡L GwM‡q ‡h‡Z cvwi|

 GQvov G Mªy‡ci  cÖwZ eQi AwfÁ wkíx‡`i AšÍZ 
`ywU GKvKx  cÖ`k©bx e¨e¯’v Kivi cwiKíbv Av‡Q|
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Resort in Rangamati—empowering the region’s 

youth to express themselves through visual art 

by embracing their own energetic and sensitive 

means.  

Further expanding their programme and reach, 

the Hill Artists’ Group are developing plans to 

organise a series of workshops with primary and 

secondary school students in the rural areas of 

the Hill Tracts region, 

and to bring in 

eminent Bangladeshi 

artists, theorists 

and researchers to 

conduct seminars. 

Building on the 

success of their 

annual group shows, 

in addition, the 

group now plan to 

arrange two solo 

shows annually to 

promote the work 

of the region’s most 

promising emerging artists.  

Capturing the creative energy of the Hill Tracts 

region through their ongoing and expanding 

programmes, the Hill Artists’ Group is changing 

the perception of a region which remains largely 

under the control of the Bangladeshi army.  Not 

freely accessible to all, the vital work of the Hill 

Artists’ Group creates an access point into the 

region’s rich cultural heritage and traditions, 

while inspiring the Indigenous artists who reside 

there to expand their artistic reach and develop 

their practice.  

CONTACT: Mr. Dhanamoni Chakma, President, 

Hill Artists Group - dcpchakma@yahoo.com

Art Camp at Rannyea Tugun Eco Resort in Rangamati. Courtesy of Hill Artists Group.  
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(FOUNDED IN 2012)

Based in the port city of Chittagong, a major coastal seaport in Southeast Bangladesh, JOG Art 
Space provides the local arts community with mentoring support, exhibition opportunities, new 
platforms for exchange and discussion, and access to international artists in a city where many 
emerging artists find it difficult to survive. Founded as an informal learning platform where artists 
can prolong their education, JOG, which in Bengali means ‘additional,’ has grown to become an 
important initiative for artists living and working in Chittagong, and for those whose practice has 
lapsed.   

Initiated by chance after a number of artists’ work had been transported from Chittagong to Dhaka 
for the first Dhaka Art Summit in 2012, with the left-over transport budget (not significant enough 
to divide between the artists) a group meal was organised, during which conversations struck upon 
mutual interests and concerns.  From these conversations, JOG was founded by artists Zahed Ali 
Chowdhury (b. 1970), Shaela Sharmin (b. 1972), Zihan Karim (b. 1984) and Syed Md. Shohrab Jahan (b. 
1986), who continue to arrange the initiative’s exhibitions, seminars and residency programmes. 

Similar to all other Bangladeshi arts institutions, Chittagong University’s Institute of Fine Art’s 
curriculum does not accommodate innovative and experimental work, limiting students to specific 
mediums. With close connections to the Institute - Shaela recently having become the Institute’s 
Dean, and Zihan and Zahed being professors at the Institute, and Shohrab is a freelance artist - all 
have witnessed the frustrations of students unable to make the work they desired because it fell 
through the gaps in the school’s curriculum. To create space for these forms of practice within the 
city, JOG began organising the annual Cheragi Art Show, providing space for Chittagong’s artists to 
exhibit experimental work.  

Curated on rotation by JOG’s core members, Cheragi exhibits the work of artists from Chittagong 
and across Bangladesh, whose proposals are selected through open call by the exhibition’s curator. 
Self-funded and operating on small budgets, Cheragi’s format is resourceful, using free space in 
the local newspaper to produce the exhibition catalogue, which doubles as a  free advertisement 
to promote the exhibition and the participating artists work to new audiences. It is through these 
alternative formats, that JOG has encouraged the local community to engage with contemporary 
art.   

The core members of JOG continue to work at the Institute of Fine Arts where they are making 
efforts to help the school develop their curriculum in more dynamic ways. Although this will be a 
gradual process, JOG hopes to work cloosely with the other faculty members, taking the school’s 
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curriculum forward with a more radical approach to art, adding new courses and interdisciplinary 
practices.  
Unlike Dhaka, Chittagong has no commercial galleries and no network of contemporary art 
collectors of contemporary art, leaving artist to find alternative ways to survive outside the market. 
Having seen a great number of promising students producing innovative thought provoking work 
stop their practice for personal reasons (mostly due to the pressures of needing to earn a living), 
JOG wanted to find a formula to help these artists continue their practice.  Through their continued 
encouragement, Jog provides Chittagong’s lapsed artists a support network and platform to revive 
their practice and exhibit their work.  
As it developed as an organisation, JOG moved into a physical space, first in a local market, and 
later in the Khulsi area of Southern Chittagong.  It is here that they host their residency programme 
taking proposals from artists they have developed relationships with, both through JOG’s, and 
their own personal networks. So far JOG has hosted six residents from Japan, Taiwan, France and 
Bangladesh, each conducting a workshop for local artists during their stay.
Through their continued efforts, JOG is helping to make a career in arts a more accessible path 
for artists working within the city of Chittagong.  JOG’s vital work, in a city with very little arts 
infrastructure, is encouraging new faces to join the city’s budding art scene, and creating vital space 
for the promotion of the work of the experimental artists actively working within its constraints.  

CONTACT: 
 jogartspace@gmail.com or jogartsace@yahoo.com 
 https://jogartspace.wordpress.com/  
https://www.facebook.com/jogartspace

Out come show of Jog media art residence 2013
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(FOUNDED IN 2016)

A unique centre for traditional and 

contemporary art practices, Jothashilpa has 

firmly established itself as a space where all art 

forms are treated equally and not measured 

by art historical terms like traditional, urban, 

folk art or craft. Understanding these terms 

to have more connotations with with Western 

art history, and not a true representation of 

the wide range of arts practices which remain 

active across South Asia, Jothashilpa has found 

a way to work beyond this terminology, merging 

contemporary arts practice with those usually 

defined as traditional.  

The group’s name, Jothashilpa, is a new word 

in the Bengali language, meaning proper, 

or applied art, but also a word that can be 

used to explain the interdependencies of art. 

With space at a premium in Dhaka, the team 

operate from a small ground floor space in 

Dhaka’s Adabor district, busy with activity and 

discussion, and crammed with all kinds of art, it 

is a space where traditional and contemporary 

practices can fully collide.  

Although Jothashilpa is an independent 

organisation, it works cloosely with other 

initiatives in Dhaka including the Ashru 

Archive—a research and resource centre 

developing projects with artists and 

researchers—and the CRACK Trust—which 

promotes the work of young artists and thinkers 

through art camps.  Many of the group’s core 

(cÖwZôvKvj 2016)

bexb cÖwZôvb h_vwkí mgKvjxb I HwZn¨evnx wkí 
Abykxj‡bi Ggb GK †K›`ª †hLv‡b mKj cÖKv‡ii 
wkíPP©v‡K mgvbfv‡e ¸iæZ¡ †`qv nq Ges wkíKjvi 
HwZnvwmK †cÖÿvcU wePv‡i kû‡i-MÖvg¨, AvaywbK-
HwZn¨evnx, ‡jvKwkí-Kviæwkí cÖf…wZ wefvRb Kiv nq 
bv| GB mKj cÖKiY I wefvRb cÖavbZ cwðgv wkí 
BwZnv‡mi mv‡_ m¤úwK©Z Ges Zv `wÿY Gwkqvq cÖPwjZ 
e¨vcKZi wkíPP©v‡K cÖK…Ziƒ‡c Dc¯’vcb Ki‡Z mÿg 
bq e‡j g‡b K‡i h_vwkí| GB Dcjwä †_‡K Zviv Gme 
‡kÖYxKib AwZµg K‡i KvR Kivi Rb¨ c_ Lyu‡R †ei 
Kivi †Póv K‡i‡Q †hLv‡b cÖPwjZ msÁvq HwZn¨evnx 
wkíPP©vi mv‡_ mgKvjxb wkíPP©vi †gjeÜb NUv‡bv n‡”Q| 
cÖwZôv‡bi GB bvgwU evsjv fvlvi GKwU bZzb kã, 
h_vwkí ej‡Z cÖK…Z wkí ev wk‡íi e¨envwiK iƒc 
†evSvq, Z‡e Gi gva¨‡g wk‡íi wewea avivi g‡a¨ 
we`¨gvb AvšÍ:m¤úK©I wb‡`©wkZ nq| XvKvi Av`ve‡i 
‡QvÆ `yB iæ‡gi Awdm †_‡K cwiPvwjZ nq cÖwZôvbwU| 
GLv‡b Kg©e¨¯ÍZv I Avjvc-Av‡jvPbv P‡j wbqwgZfv‡e, 
mv‡_ _v‡K me ai‡bi wkíKg©| HwZn¨evnx I mgKvjxb 
wkíPP©v GLv‡b m¤ú~b©iƒ‡c ci¯ú‡ii mv‡_ wgk‡Z cv‡i|
¯^Zš¿ cÖwZôvb wn‡m‡e Kg©KvÛ cwiPvjbv Ki‡jI Ab¨vb¨ 
cÖwZôv‡bi mv‡_ Nwbófv‡e KvR K‡i h_vwkí| G‡`i 
g‡a¨ i‡q‡Q - AkÖæ AvK©vBf (wkíx I M‡elK‡`i mv‡_ 
wewfbœ cÖKí cwiPvjbvKvix GKwU msMÖnkvjv I M‡elYv 
cÖwZôvb) Ges µ¨vK Uªv÷ (AvU© K¨v‡¤úi gva¨‡g Ziæb 
wkíx I wPšÍK‡`i KvR Dc¯’vcb I cÖPviKvix msMVb)| 
GB cÖwZôv‡bi cwiPvjK kvIb AvK›`mn A‡bK m`m¨ 
Ab¨vb¨ Av‡iv wKQz msMV‡bi (DcwiDwjøwLZ msMVb¸wj 
mn) mv‡_ mwµqfv‡e KvR K‡ib, hv Zv‡`i h_vwk‡íi 
Kv‡Ri mv‡_ m¤úwK©Z bq| fvi‡Z Ges evsjv‡`‡ki 
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members, including Director, Shawon Akand, 

actively work with other independent initiatives, 

including the abovementioned, unrelated to 

their work with Jothashilpa. The group also 

partners with other organisations in India and 

wider Bangladesh for specific projects and 

often as a means to acquire the space they 

need to conduct workshops or exhibitions.  

Pairing contemporary arts with those 

whose practice is deemed more traditional, 

Jothashilpa encourages artists from different 

disciplines to work together collaboratively as 

a way of exchanging 

skills and expanding 

their practice. Despite 

the huge number of 

rickshaws on Dhaka’s 

streets (estimated to 

be around 600,000), 

there is now very little 

work for the city’s 

rickshaw painters 

as most designs 

are digitally printed 

on to metal sheets 

before being applied.  

Although people 

do still commission 

portraits or decorate 

their houses, these 

small commissions 

leave the painters 

with a very uncertain 

source of income. To 

lessen their financial 

concerns, Jothashilpa 

have helped many of the city’s rickshaw 

painters to develop new products, desirable in 

the current market, and through their networks, 

have developed new customer bases for their 

work. 

wewfbœ AÂ‡j Ab¨vb¨ Av‡iv cÖwZôv‡bi mv‡_ wewfbœ cÖK‡í 
†hŠ_fv‡e KvR K‡i h_vwkí, hv ‡Kv‡bv †Kv‡bv †ÿ‡Î 
Zv‡`i †hŠ_ D‡`¨vM¸wj Av‡qvR‡bi ¯’vb wbwðZ K‡i|
mgKvjxb wk‡íi mv‡_ HwZn¨evnx wn‡m‡e cwiwPZ Ab¨vb¨ 
wkíPP©vi †gjeÜ‡bi gva¨‡g, `ÿZv I Kv‡Ri cwiwa 
evov‡bvi c_ wn‡m‡e wewfbœ gva¨‡g PP©viZ wkíx‡`i 
GKmv‡_ KvR Kivi Rb¨ h_vwkí DrmvwnZ K‡i| XvKvi 
iv¯Ívq wecyj msL¨K (AvbygvwbK 600,000) wiKkv 
Pj‡jI eZ©gv‡b wiKkv †cB›Uvi‡`i †Zgb Kv‡Ri hvqMv 
†bB Kvib AwaKvsk bKkv eZ©gv‡b wWwRUvj wcÖ›U K‡i 
mivmwi wiKkvi †cøU G ewm‡q KvR Kiv nq| hw`I ‡KD 
†KD GB wkíx‡`i w`‡q B`vwbs wewfbœ ‡cv‡Uª©U, evwoi 

mvR-m¾v cÖf…wZ KvR 
Kivb, Zey GB mvgvb¨ 
cwigvb Kv‡Ri DcvR©b 
w`‡q Zviv AwbwðZ Rxeb 
hvcb K‡ib| Zv‡`i 
DcvR©‡bi GB ¯^íZv 
KvwU‡q DVvi Rb¨ h_vwkí 
kn‡ii A‡bK wiKkv 
wkíx‡`i w`‡q wewfbœ 
bZzb cY¨ ˆZwi K‡i‡Q 
hv eZ©gvb evRv‡i Pj‡Z 
cv‡i| Ges wb‡R‡`i 
†hvMv‡hv‡Mi gva¨‡g Zviv 
†mB me c‡Y¨i MÖvnKI 
ˆZwi K‡i‡Q|
wiKkv wkíx QvovI 
h_vwkí wm‡bgv e¨vbvi 
wkíx, Rvg`vbx I MvgQv 
ZuvZx‡`i wb‡q KvR Ki‡Q 
Ges Abb¨ ˆewkó¨c~b© 
cY¨ ˆZwi Ki‡Q hvi 
gva¨‡g Zv‡`i DcvR©‡bi 
wbqwgZ c‡_i cvkvcvwk 
Zviv wb‡R‡`i wkíPP©vI 

†hb Pvwj‡q wb‡Z cv‡ib| ¯’vbxq wewfbœ †`vKv‡b wewµ 
Kiv Gme c‡Y¨i g‡a¨ Av‡Q bKkx †bvUeyK, m~ÿ Kv‡Ri 
Rvg`vbx ¯‹vd©, M„nm¾vi wewea cY¨ I Mnbv, hvi cÖwZwU 
ˆZwi K‡i cÖwZwôZ me Kviæwkíxiv|

Above: EK MUTHO BHAAT, Cinema Banner Painting based on film post-

ers by master artist Mohammad Shoyeb in association with Jothashilpa 

team.

Below: Artwork in progress, cinema banner painting workshop, December 

2016 in Manikganj, organised by Jothashilpa in association with NNEDF.

Images courtesy Jothashilpa.  
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Besides the city’s rickshaw painters, Jothashilpa 

is also collaborating with local cinema banner 

painters, Jamdani (one of the finest muslin 

textiles of Bengal) and Gamcha (a thin, coarse, 

traditional cotton towel) weavers, developing 

exclusive product lines that enable them 

to maintain their practice while creating a 

sustainable income stream to support their 

families.  Promoting these product lines to local 

stores, they include embroidered notebooks, 

delicate Jamdani scarves, decorative home 

ware and jewellery, all made by accomplished 

artisans and artists.  

Keen to promote traditional practices, not just 

to contemporary artists but also to the public, 

Jothashilpa organises workshops with master 

artists—rickshaw painters and cinema banner 

painters—who have taught their techniques and 

skills to wider audiences, developing a deeper 

appreciation for their art and increasing interest 

in its historical and current uses.  

Currently expanding their infrastructure to host 

an international residency programme for artists 

and creative designers, Jothashilpa have plans 

to develop into a design hub, designing new 

products that break down barriers between 

traditional and contemporary practices. Along 

with this ambition the group also plan to 

tour the exhibitions they produce, opening 

the conversation, and their research, to new 

audiences.   

For many of Jothashilpa’s core team, this way 

of thinking is not a new strand of thought, but 

somthing they have been evolving for some 

time by working with other artist-led initiatives 

or within their own practice.  Jothashilpa is a 

combination of these efforts, taking forward 

the members combined research with the aim 

of creating a new art history for the work of 

all the country’s artists, both traditional and 

contemporary.

CONTACT: 
jothashilpa@gmail.com

http://jothashilpa.com/ 

https://www.facebook.com/jothashilpa/

HwZn¨evnx wkíPP©vi cÖmvi wbwðZ Kivi D‡`¨vM 
wn‡m‡e wewfbœ I¯Ív` ¯’vbxq †jvKwkíx‡K wb‡q h_vwkí 
Kg©kvjv Av‡qvRb K‡i, †hb GB wk‡íi g~j¨vqb ‡Kej 
wkíxmgv‡Ri Kv‡Q bq eis e„nËi mgv‡Ri Kv‡QI 
AviI †ekx K‡i Av`„Z n‡Z cv‡i| Gme Kg©kvjvq 
wkíx¸iæiv Zv‡`i Kv‡Ri b›`b‰kjx, KiY‡KŠkj BZ¨vw` 
AskMÖnYKvix‡`i mv‡_ wewbg‡qi gva¨‡g Zvi MfxiZi 
Dc‡hvMxZv I g~j¨vq‡bi Aven m„wó K‡i P‡j‡Qb| 
eZ©gv‡b AvevwmK GKwU wkíx Kg©kvjv Av‡qvR‡bi gva¨‡g 
wb‡R‡`i AeKvVv‡gv we¯Í…Z Kivi cÖwµqvq Av‡Q h_vwkí| 
GB AvevwmK Kg©kvjvwU‡Z wkíx I m„Rbkxj bKkv 
wkíx‡`i my‡hvM †`qv n‡”Q| AvMvgx‡Z bKkv Dbœqb 
†K›`ª wn‡m‡e Ae`vb ivL‡Z Pvq h_vwkí, †hLv‡b bZzb 
bZzb cY¨ ˆZwii gva¨‡g HwZn¨evnx I mgKvjxb wk‡íi 
wefvRb ‡jvc Kivi Avkv †cvlY K‡i Zviv| GB jÿ¨‡K 
mvg‡b †i‡L Zviv bZzb `k©‡Ki mvg‡b Zv‡`i KvR cÖ`k©Y 
Ki‡Z Pvq, bZzb M‡elYv I Avjvc-Av‡jvPbvi m~Pbv 
NUv‡Z Pvq|

h_vwk‡íi A‡bK m`‡m¨i R‡b¨B Ggb fvebv G‡Kev‡iB 
bZzb wKQz bq; eis wb‡R‡`i Acivci KvR I wkíPP©vi 
g‡a¨ w`‡q †ekwKQz mgq a‡i Zv‡`i Ggb wPšÍvcÖwµqv 
µgweKwkZ n‡q‡Q| Zv‡`i Rb¨ h_vwkí Ggb GK 
D‡`¨vM hvi gva¨‡g Zv‡`i M‡elYv‡K mgwóMZfv‡e 
mvg‡b GwM‡q †bqvi cÖ‡Póv Ges ‡`‡ki mgKvjxb I 
HwZn¨evnx me ai‡bi wkíPP©vi GK bZzb BwZnvm iPbvi 
cÖqvm Pvjv‡Z cv‡i Zviv|
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(FOUNDED IN 2003)

Shako - Woman Artists Association of 

Bangladesh was established by a group of 

female artists as a social initiative to raise 

funds through the sale of art to help fellow 

artists, male or female, who were unwell and/

or in need of medical treatment.  Taking their 

social responsibilities seriously, the group has 

expanded their commitment to work cloosely 

with organisations across Bangladesh who 

support groups marginalised by society—

including drug addicts, acid victims and those 

with mental illnesses—facilitating workshops for 

the women under their care.  Although run by 

women, for women, the group does not exclude 

men.  

The group operates with a core membership 

of seven female artists— Farida Zaman (b. 

1953), Naima Haq (b. 1953), Kuhu (b. 1955), 

Fareha Zeba (b. 1961), Kanak Chanpa Chakma 

(b. 1963), Rebaka Sultana (b. 1972), Shulekha 

Chaudhury (b. 1973) and Farzana Islam (b. 

1974)—who all coordinate and contribute to 

the group’s exhibitions, organise, and conduct 

workshops.  Committed to connecting art and 

social responsibility, Shako takes its name from 

a bridge made of bamboo: a makeshift structure 

that can often be a lifeline to communities in 

rural areas of Bangladesh who rely on them 

to access supplies.  The name Shako serves 

as metaphor for the group’s efforts to make 

connections between artists and Bangladesh’s 

wider society.   

mv‡Kuv bvix wkíx‡`i Øviv cwiPvwjZ GKwU msMVb hvi 
m~Pbv nq K‡qKRb bvix wkíxi cÖ‡Póvq 2003 mv‡j| 
GB msMVbwU weMZ 15 eQ‡ii †ekx mgq a‡i wkíPP©vi 
cvkvcvwk bvbviKg †mevg~jK KvR K‡i Avm‡Q| mgv‡Ri 
myweavewÂZ gvbyl, Amy¯’ wkíx, gv`Kvm³, eb¨vZ©, 
mybvwg‡Z AvµvšÍmn wewfbœ cÖvK…wZK `y‡h©v‡Mi mgq Avw_©K 
I gvbwmK mnvqZv wb‡q cv‡k `vouv‡bvB mv‡Kuv-i g~j 
D‡Ïk¨| mv‡Kuv kvwiixK I gvbwmKfv‡e evavMÖ¯Í gvbyl‡`i 
bvbv iKg Kg©kvjvq Zv‡`i wfZ‡i myß cÖwZfv wkíKjv 
PP©vi gva¨‡g weKwkZ Kivi †cÖiYv w`‡q hv‡”Q| mvgvwRK 
Øvqe×Zv †_‡KB mv‡Kuv-i wkíxiv †`‡k Ges we‡`‡k 
wewfbœ Kg©Kv‡Û AskMÖnY K‡ib|
mv‡Kuv-i eZ©gvb m`m¨ 8 Rb| Giv n‡jb - dwi`v Rvgvb 
(Rb¥ 1953), bvBgv nK (Rb¥ 1953), Kzû (Rb¥ 1955), 
dv‡inv †Rev (Rb¥ 1961), KbK Pvcv PvKgv (Rb¥ 
1963), †i‡eKv myjZvbv (Rb¥ 1972), my‡jLv †PŠayix 
(Rb¥ 1973) Ges dviRvbv Bmjvg (Rb¥ 1974)| hviv 
cÖwZwU cÖ`k©bx I Kg©kvjv‡K wfbœ iƒc †`qvi †Póv K‡i 
hv‡”Qb|
kvwãK A‡_© mv‡Kuv n‡jv euv‡ki ˆZix †mZz hv w`‡q cªZ¨šÍ 
AÂ‡ji gvby‡liv G‡K Ac‡ii mv‡_ †hvMv‡hvM ¯’vcb 
K‡i| mv‡Kuv-i wkíx‡`i g~j cÖ‡Póv n‡jv wkíx I mvaviY 
gvby‡li gv‡S ms‡hvM ¯’vcb Ges Kj¨vYKi wKQz Kiv| 
mv‡Kuv myweavewÂZ gvbyl, Amy¯’ kÖwgK, gv`Kvm³‡`i 
wewfbœ Kg©kvjvi gva¨‡g Kviƒwk‡íi Dci cÖwkÿY w`‡q 
`ÿ K‡i †Zv‡j, †hb Zviv cieZ©x‡Z wb‡Ri Kg©Rxe‡b 
Zv cÖ‡qvM K‡i ¯^vej¤^x n‡Z cv‡i| mv‡Kuv 2013 mv‡j 
ivbv cøvRvi `~N©Ubvq AvnZ kÖwgK‡`i wb‡q fv¯‹‡h©i 
Dci GKwU Kg©kvjvi Av‡qvRb K‡i| ÔgxbvÕ bv‡g GKwU 
wkÿvcÖwZôvb‡KI Avw_©Kfv‡e mnvqZv K‡i‡Q mv‡Kuv|
mv‡Kuv-i cÖwZwU cÖ`k©bx‡Z cÖwZwôZ wkíx‡`i cvkvcvwk 
kvixwiKfv‡e evavMÖ¯Í †mŠwLb wkíx‡`i mgš^q Kiv nq| 
cÖ_gw`‡K G D‡`¨vM wkíxgn‡j †ek mgv‡jvPbvi gy‡LvgywL 
n‡qwQj| cieZ©x‡Z mevi Kv‡Q Zv mgv`„Z I MÖnY‡hvM¨ 
n‡q I‡V| jvfwj (wm.Avi.wc), iæexbv (G¨vwmW AvµvšÍ), 
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Shako operates its community workshops with 

the intention of teaching participants that 

there are alternative ways for them to survive 

in life, and to make a difference to their daily 

lives.  During a workshop with victims of the 

2013 Rana Plaza disaster, the group noticed a 

woman who was skilled at making bags, and, 

after supporting 

her to start her own 

business, she is 

now able to make a 

sustainable living to 

support herself and 

her family.  

All of Shako’s 

exhibitions are 

organised with 

the intension of 

achieving social 

good, exhibiting the 

work of professional 

artists alongside 

that of workshop 

participants (or 

amateur artists).  

At first this led 

to criticism from 

many peers within 

the local art scene 

who could not 

understand the 

group’s intensions, 

but slowly they began to understand what 

Shako was trying to achieve, giving the group 

the respect their efforts deserved. Shako now 

collaborates with numerous respected Dhaka 

institutions, including; the British Council, the 

Norwegian Club and Alliance Française de 

Dhaka, to name but a few.   

Above:  Lost wax sculptor workshop with Rana Plaza victim.  Courtesy 

Shako – Woman Artists Association of Bangladesh.

Below:  Etching workshop conducted by Rashed Amin.  Courtesy Shako – 

Woman Artists Association of Bangladesh.

weDwU (ewai) wewfbœ mgq mv‡Kuv-i mv‡_ Zv‡`i wkíKg© 
cÖ`k©b K‡i cÖkswmZ n‡q‡Q|
AvR Aewa mv‡Kuv - biwWK K¬ve, Rvg©vb `~Zvevm, 
evsjv‡`k wkíKjv GKv‡Wwg, †e½j wkívjqmn wewfbœ 
cÖwZôv‡bi mv‡_ †hŠ_ D‡`¨v‡M mv_©KZvi mv‡_ AmsL¨ 
Kvh©µg cwiPvjbv K‡i Avm‡Q|
mv‡Kuv-i cÖwZwU cÖ`k©bx †_‡K weµqjä A‡_©i A‡a©K 

wewfbœ Kj¨vYg~jK Kv‡R 
e¨q Kiv nq| Aewkô 
A_© mv‡Kuv-i Znwe‡j 
Rgv ivLv nq Riæix 
wfwË‡Z †Kvb mn‡hvwMZvi 
Rb¨| cÖwZwU cÖ`k©bxi 
g~j D‡Ïk¨ _v‡K wkíKg© 
weµ‡qi gva¨‡g A_© msMÖn 
K‡i Zv Kj¨vYg~jK Kv‡R 
e¨envi Kiv|
mv‡Kuv †ek K‡qKevi 
D‡`¨vM wb‡q‡Q wbR¯^ 
GKwU RvqMv M‡o †Zvjvi 
†hLv‡b cÖ`k©bx Kÿ, 
cvVvMvi I Kg©kvjv Kivi 
gZ myweav _vK‡e| wKš‘ 
GiKg GKwU ¯’vcbv 
M‡o Zzj‡Z cÖPzi A‡_©i 
cÖ‡qvRb| wewfbœ cÖ`k©bx 
†_‡K DcvwR©Z A_© 
mÂ‡qi gva¨‡g Ggb 
cwiKíbv A‡bKUvB 
`xN©‡gqvw` R‡b¨ mv‡Kuvi 
m`m¨iv g‡b K‡ib 

DcvwR©Z A_©mg~n ZvrÿwYK wewfbœ †mevg~jK Kv‡R e¨en-
vi KivB AwaK djcÖmy|
fwel¨‡Z mv‡Kuv wkíKjvi gva¨‡g wb‡Ri Kvh©µg weKwkZ 
K‡i †`k I AvšÍR©vwZK cwim‡i Av‡iv GwM‡q †h‡Z Pvq|
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As part of their social commitment, at least 50% 

of all profit made from artwork sales at any of 

Shako’s exhibitions is given to the organisations 

they work with, and a small amount is kept 

aside for emergency cases, allowing them to be 

reactive with their support, and not just rally 

after an incident has occurred.  For this reason, 

the group do not exhibit work in mediums 

that they feel are not easily 

saleable, such as installations, 

as fundraising remains a core 

part of their mission.  

Shako’s great ambition as an 

organisation has led them 

to consider the possibility 

of running their own space 

with a café, library and 

workshop facilities—a local 

centre for art therapy and 

skill building—but they are 

held back by a lack of time 

to write funding proposals 

or to source financial 

contributions.  Opening their 

own space would also create 

a financial commitment that would leave them 

unable to give financial contributions to other 

organisations, a key philosophy of the group’s 

efforts, and the reason they feel it better to 

remain itinerant. 

Remaining determined to further their socially 

motivated vision, Shako is moving forward in 

other ways, expanding their workshop and 

exhibition outreach programme, and continuing 

to make a significant difference to the lives of 

those usually marginalised by society, through 

art.  

CONTACT 
Fareha Zeba, zeba_dhaka@hotmail.com 

Collagraph workshop conducted by Biran Shom 2015. Courtesy of Shako – Woman Artists 

Association of Bangladesh. 
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(FOUNDED IN 2016)

In a small cafe, situated at the heart of Dhaka 

city, cloose to the Bangladesh Shilpakala 

Academy, every Saturday (Shonibar) and 

Tuesday (Mongolbar) an informal discussion 

group comes together to listen to presentations 

from Dhaka’s creative community. Founded by 

a group of visual artists, Shoni Mongol Adda 

developed from a mutually shared desire to 

create an informal and open platform where 

peers could learn from one another and discuss 

ideas and notions, art related or not, in a 

supportive environment.  

Originally envisioned as a platform for freelance 

professionals working in the creative industries—

such as artists, writers, designers, filmmakers, 

musicians and theatre practitioners—the group 

draws regulars from varied backgrounds, 

meaning its twice weekly discussions are never 

limited to a specific topic or genre. Welcoming 

peers from any profession enthusiastic to share 

their ideas, past presentations have included: 

“Humanity, Crime and Investigation”, by a Police 

Sub-Inspector, and “Imagination and Thinking 

Related to Cosmological Matter”, by a retired 

engineer and cosmology enthusiast.  

The group’s activities are maintained by the 

core members, who choose not to be named 

individually, but collectively as Shoni Mongol 

XvKvi c«vY‡K‡›`« evsjv‡`k wkíKjv GKv‡Wgxi wbK‡U 
Aew¯’Z ‡QvU GKwU K¨v‡d‡Z, c«wZ kwbevi I g½je-
vi h_vwbh়‡gi avivewR©Z GKwU `j GKmv‡_ R‡ov nq 
XvKvi m…Rbkxj mgv‡Ri Dc¯’vcbv ‡kvbvi Rb¨| wKQy `…
k¨-wkíxi cvi¯úvwiK AvKvO&¶v ‡_‡K kwb g½j AvÇv 
MV‡bi D‡Ïk¨ n‡jv Db¥y³ Ges ‡jŠwKKZvewR©Z GKwU 
RvqMv K‡i ‡`qv; ‡hLv‡b GK mnvqK cwi‡e‡k mg‡eZ 
mK‡j G‡K A‡b¨i KvQ ‡_‡K wkL‡Z cvi‡e Ges wbR 
wbR avibv wb‡q Av‡jvPbv Ki‡Z cvi‡e, Z‡e Av‡jvPbv 
‡h wkí m¤úwK©ZB n‡Z n‡e- GB ai‡Yi ‡Kvb eva¨e-
vaKZv ‡bB|

g~jZ, ¯^vwcœK Kg©¯’vb wn‡m‡e ¯^vaxb ¯^Zš¿ wkíPP©vKvix-
iv, hviv KvR Ki‡Q m…Rbkxj me wkí‡¶‡Î- Pviywkí, 
mvwnZ¨, ¯’vcZ¨, PjwPÎ, msMxZ, gÂbvUK c«f…wZ gva¨‡g, 
ZvivB bvbvbiƒ‡c msMVbwU‡K wewfbœ cwi‡ek-cwiw¯’wZ‡Z 
wbqwgZ gyLwiZ K‡i iv‡L| mßv‡n `yBevi msMwVZ Gi 
Av‡jvPbv KLbB wbw`©ó welq ev aviv‡Z mxgve× _v‡Kbv| 
mgv‡Ri ‡h‡Kv‡bv ‡ckv ‡_‡K e¨vw³ wKsev e¨vw³ eM©‡`i 
¯^vMZ Rvbv‡bv nq GLv‡b- hviv wKbv wb‡R‡`i wPšÍv 
aviv fvM Ki‡Z D`¨gx| AZx‡Zi Dc¯’vcbv¸‡jvi g‡a¨ 
i‡q‡Q- 'gvbeZv, Aciva Ges AbymÜvb' Gi Dc¯’vcbv 
K‡iwQ‡jb evsjv‡`k cywj‡ki GKRb Dc-cwi`k©K , Ges 
'Kíbv, wPšÍvaviv I gnvwek¦ZË¡' Gi Dc¯’vcbv K‡iwQ‡-
jb GKRb Aemic«vß BwÄwbqvi Ges GKRb m…wóZË¡ 
‡KŠZynwj e¨w³|

`‡ji KvR¸‡jv g~j m`m¨‡`i Øviv m¤úvw`Z n‡q _v‡K, 
hviv GKKfv‡e bvg c«Kvk bv K‡i eis mw¤§wjZfv‡e 



384

Adda, and organise each of the presentations.  

The rest of the group is made up of regulars 

who attend the twice weekly sessions to 

learn more about a variety of subjects and 

occasionally present their own ideas.  To show 

appreciation to those who present, during 

each session there is a box for donations, 

and at the end of the night, the money 

collected is counted, the cost of refreshments 

deducted, and the remainder becomes a small 

honourarium for the person who presented.  

Since it was founded the Adda has been hosted 

at the Taste of Kakrail or TOK Café, but six 

months into their regular sessions, the owner of 

the restaurant decided to cloose due to poor 

revenue. At this point, six of the Adda’s regular 

members took over, reviving the restaurant 

under the name The 

Café Hri Lee. A name 

with no meaning (Hri 

and Lee being two 

obsolete letters of 

the Bengali alphabet), 

other than to define 

the venue as a new 

artist-run venture. 

Outside of the Adda, 

the cafe hosts group 

and solo exhibitions 

by local artists, 

introducing the public to contemporary art in 

a relaxed environment.  Although The Café Hri 

Lee remains the Adda’s venue, it is a separate 

venture and maintains a solely symbiotic 

relationship with the group.  

The Adda has created a much-needed informal 

space in Dhaka city where people can share 

their ideas, good or bad, and expand their 

knowledge in a supportive environment. 

Preferring not to think of themselves as a 

Ôkwb g½j AvÇvÕ bvgwU ‡e‡Q ‡bq Ges c«wZwU Dc¯’vcbv 
msMVb K‡i| `‡ji evwK Ask M‡o D‡V‡Q wbqwgZ Ask-
M«nYKvix‡`i wb‡q hviv mßv‡n `yBevi ‰eV‡K AskM«nY 
K‡i ‡hb wewea welq m¤ú‡K© Rvb‡Z cv‡i Ges wbqwgZ 
Zviv wb‡R‡`i wPšÍv ‡PZbv‡KI Zy‡j ai‡Z cv‡i| c«wZ 
‰eVK-G Dcw¯’Z‡`i  Rb¨ GKwU A_©mvnvh¨ ev· _v‡K 
‡hLv‡b ‡h hvi gZ A_©c«`vb K‡i _v‡Kb Ges Dc¯’vcbv 
‡k‡l RgvK…Z A_©¸‡jv MYbv Kiv nq, RjLvevi Gi LiP 
ev` w`‡q Aewkó  UvKv m¤§vbx wn‡m‡e Dc¯’vcbvKvix‡K 
c«`vb Kiv nq|  

Taste of Kakrail ev TOK Café ‡ZB AvÇvUv 
em‡Zv| wKš‘ Qqgvm wbqwgZ Gfv‡e Pjvi ci ‡iu‡¯Ívivi 
gvwjK GUv eÜ K‡i ‡`Iqvi wm×všÍ wb‡jb, ‡h‡nZy gybvdv 
wQ‡jv Lye LyeB mxwgZ| 'AvÇv'i QqRb wg‡j ‡iu‡¯ÍvivwU‡K 
evuwP‡q ivL‡jb, wKš‘ Gevi GKUy cwiewZ©Z avu‡P, bvg 
cv‡ë n‡jv Café ReeLi (K¨v‡d F9)| ZvwË¡Kfv‡e GB 

bvgUvi ‡Kv‡bv A_© ‡bB 
(9 evsjv eY©gvjvi GKwU 
wejyß A¶i)| K¨v‡dUv 
µgvš^‡q bZybfv‡e 
AvZ¥c«Kvk Ki‡Z jvM‡jv, 
¯’vbxq wkíx I KjvKykjx-
‡`i Øviv wewfbœ c«`k©bxI 
Pj‡Z jvM‡jv, ax‡iax‡i 
GB ‡fb¨ywUB RbMY‡K 
mgmvgwqK mvwnZ¨ I 
wk‡íi mv‡_ cwiwPZ K‡i 
Zyj‡Q| AvÇvi GKUv 
Abycg AfvqiY¨ ‡Zv 

e‡UB cvi¯úwiK m¤úK© M‡o ‡Zvjvi w`‡KI GUv n‡q 
D‡V‡Q ‡ek ü`qM«vnx|

AvmiwU XvKv kn‡i GKwU AwZ c«‡qvRbxq N‡ivqv cwi‡ek 
‰Zwi K‡i wb‡q‡Q, ‡hLv‡b RbmvaviY c«‡Z‡K Zv‡`i 
fv‡jv-g›` gZvgZ fvM K‡i wb‡Z cv‡ib Ges AbyK~j 
GKwU cwi‡e‡k Zv‡`i Áv‡bi cwiwa m¤cÖmviY NUv‡Z 
cv‡ib| kwb g½j AvÇv wb‡R‡`i‡K mvsMVwbK avu‡Pi 
msMV‡bi ‡P‡q Ô‡PZbvq wek¦vmx msMVbÕ wn‡m‡e fve‡Z 
cQ›` K‡i| ïiy ‡_‡KB GB msMVbwUi m¤cÖmviY N‡U‡Q 

Speech by Director and Playwrite, Kevin Doyle about his work 

(29 November 2016). Photo courtesy of Sagor Zahid.  
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‘form of organisation’ but more as a ‘sense of 

organisation’, since it was founded, the group 

has expanded organically, spurred on by 

conversations which have taken place within 

the Adda, while also giving attention to the 

needs of the local arts community.  

Open and laid back, the Adda a space for all. 

If you would like to attend the Adda, you can 

contact the group through a Facebook message 

or over email and provide them with a valid 

phone number on which you can receive the 

group’s sms programme notifications, or just 

look out for regular Adda updates on their 

Facebook page.

CONTACT: 
artadda13@gmail.com 

https://www.facebook.com/shonimongoladda/

AvÇvevR‡`i Mvp Aby‡c«iYv ‡_‡K Ges mv‡_ mv‡_ ¯’vbxq 
wkíxm¤cÖ`v‡qi K_v Avg‡j ‡i‡L| GB AvmiwU mK‡ji 
Rb¨ Db¥y³ MY¯’vb|
Avcwb hw` Avm‡i Ask wb‡Z Pvb, Zvn‡j AvÇvÕi mv‡_ 
‡dmey‡K ‡g‡mR ‡`Iqvi gva¨‡g A_ev B-‡gB‡ji gva¨‡g 
‡hvMv‡hvM Ki‡Z cv‡ib Ges Avcbvi GKwU ‡dvb bv¤^vi 
w`‡Z cvi‡eb ‡hLv‡b AvÇv Zv‡`i Kg©m~Pxi ‡bvwU-
wd‡Kkb cvVv‡Z cvi‡e| GB AvÇv m¤ú©‡K Av‡iv Rvb‡Z 
Zv‡`i ‡dmeyK ‡c‡R ‡PvL ivLyb|

Speech by Mr Dillip on ‘Imagination and THinking Related to Cosmological Matter” Part 1 (11 February 

2017).  Photo courtesy Saiful Wadud Helal and Shoni Mongol Adda.  
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ARTIST COMMUNITY

(FOUNDED IN 2012)

A unique artist residency programme, Uronto 

Residential Art Exchange Programme has 

created an alternative platform for site specific 

interventions, engaging with old, abandoned, 

or soon to be demolished spaces. Instigated 

by artist Sadya Mizan (b. 1987), Uronto Artist 

Community was 

developed from 

a desire to find a 

way in which she, 

and other artists, 

could break 

away from the 

usual limitations 

of their practice 

to produce new, 

challenging 

work, through 

a collaborative 

process and 

while embracing 

new subject 

matter. The subject Mizan chose was the 

many undocumented, disused or abandoned 

structures situated in Bangladesh’s rural out of 

city areas. There is very little documentation 

of heritage buildings, in Bangladesh, especially 

non-religious architectural structures, and 

Mizan felt a need to conserve their unique 

histories. 

Uronto’s activities usually occur twice a year, 

(2012 mv‡j c«wZwôZ)

DošÍ AvevwmK wkíKg© wewbgq Kg©m~wP n‡”Q GKwU 
Abb¨ Kg©m~wP ‡hLv‡b wfbœ gvÎvi GK m‡¤§jb 
¯’vb ‰Zix Kiv nq Ges cy‡iv‡bv ARvbv Ae‡nwjZ 
cwiZ¨v³ wKsev Lye wkM«x nvwi‡q hvIqvi gZb 
evwo/ ¯’vcbvi BwZnvm I ¯§…wZ‡K Dcjwä K‡i ¯’vb 
wfwËK wkíKg© m…wói my‡hvM K‡i ‡`qv nq| c«PwjZ 

avivi wbqgevav 
MwÛ ‡cwi‡q bZyb 
c«wZ‡hvwMZvg~jK 
mR©bkxj wkíKg© m…
wói GKwU c«wµqv 
‡hLv‡b mw¤§wjZ 
c«qv‡mi M‡o ‡Zvjv 
hv‡e bZyb wKQy 
AmvaviY ‰kwíK 
Dc¯’vcb I GKB 
mv‡_ Dcjwä Kiv 
hv‡e ARvbv bZyb 
¯’vb I welq, Ggb 
B GK AvKv•Lv 
‡_‡KB m~wPZ nq 
DošÍ wkíx ‡Mvôx 

mvw`qv wgRvb(1987) Gi nvZ a‡i|  
‡h mKj ¯’vb I welq ¸‡jv‡K wgRvb wba©viY K‡ib 
‡m¸‡jv n‡”Q g~jZ ARvbv Amsiw¶Z cwiZ¨v³ 
KvVv‡gv ‡h¸‡jv evsjv‡`‡ki M«vgvÂ‡j ev ‡K`«xq 
kn‡ii GjvKvi evB‡i Aew¯’Z| evsjv‡`‡ki 
‡nwi‡UR ¯’vcbv ¸‡jvi LyeB  mvgvb¨ BwZnvm msi-
w¶Z Av‡Q we‡kl K‡i ag©xq ¯’vcbv ¸‡jvi evB‡i 
‡hme Rwg`vievwo ¸‡jv Av‡Q ‡m¸‡jv m¤ú‡K© Lye 
mvgvb¨ BwZnvm cvIqv hvq eB cy¯Í‡K|  GgZve¯’vq 
wgRvb c«‡qvRb ‡eva Ki‡jb GBme `viæb HwZ‡n¨i 

A seven stair building named PK SEN BUILDING, performance by Artist Yuvraj 

Zahed A Chowdhury (2016). Courtesy of Uronto Artist Community.  
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Above:  Local interaction (2014-2015), theatre workshop by Aditi Gupta.  Image credit, N U K Prince and Uronto Artist Community.  

Below:  Protecting the last brick (2014), by URONTO Collective. Courtesy of Uronto Artist Community. Image credit, M Trivedi.
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with each episode embracing new participants 

and histories within unfamiliar, out of capital 

surroundings.  Before releasing an open call for 

proposals, Mizan pre-selects the site through 

her own independent research, checking to 

see if there is any pre-existing documentation 

and, through 

local community 

engagement, defining 

if it the site will make 

a worthy project. To 

maintain diversity, 

Mizan brings in a 

changing curatorial 

board, made up of 

local artists and arts 

professionals, to 

select each episode’s 

participants and 

to curate the final 

open studio event.  

To ensure that the 

space each episode 

embraces remains 

a community spaces, Uronto purposely 

avoids heavily publicising or sharing the 

documentation produced, preferring to keep 

this within the community to avoid unwanted 

irresponsible tourists or developers detracting 

from core aim of Uronto’s work.   

Operating as a site-specific residential art 

exchange programme, each of Uronto’s episodes 

bring together between 10-15 interdisciplinary 

practitioners—including artists, writers and 

musicians—who are selected on the merit of 

their proposal and its ability to visualise what 

is no longer there, or what could be there.  

Selected participants stay at the site for the 

entirety of the episode, usually between 

Dust to Dust (2016), by URONTO Collectives.  Image Credit, S Xaman. 

‡gŠwjK AmvaviY Mí¸‡jv‡K wkíK‡g©i gva¨‡g 
msi¶‡Yi|
DošÍ eQ‡i mvaviYZ `ywU K‡i ce© K‡i| GB 
Kg©m~wPi c«wZ c‡e©B kni GjvKvi evB‡i c«Z¨šÍ 
M«v‡gi ARvbv A‡Pbv ¯’v‡b bZyb bZyb me ‡`wk 

we‡`kx wkíxiv AskM«nY 
K‡i| I‡cb Kj ‡`qvi 
Av‡MB wgRvb RvqMv 
¸‡jv‡K M‡elYv K‡i 
‡`‡L ‡h, RvqMv Ges 
¯’vcbv ¸‡jvi BwZnvm 
KZUyKy Av‡Q, ‡jvKvjq 
Av‡Q wKbv, Lv‡`¨i ‡hvMvb 
wK, ¯’vbxq ‡jvKRb ‡Kgb, 
wbivcËvi w`K KZUv 
SyuwKc~Y© gvgyb Av‡iv bvbvb 
w`K we‡ePbv K‡i wgRvb 
wbqvRx RvqMv¸‡jv wba©viY 
K‡ib|  c«wZ c‡e© ‰ewPÎ 
ivL‡Z wkíx wbe©vP‡bi 
mgq wgRvb bZyb bZyb 
wKD‡iUi ‡`i‡K wb‡q `j 
MVb K‡i wkíx wbe©vPb 

Gi `vwqZ¡ c«`vb K‡ib|
‘DošÍ’ ‡hmKj RvqMvq Zv‡`i Kg©m~wP K‡i _v‡K 
‡mB cy‡iv‡bv evwo¸‡jv Avi RvqMv ¸‡jv wb‡q 
Ac«‡qvRbxq wKsev AwZiwÄZ ‡Kv‡bv c«PviYv Kiv 
‡_‡K m‡PZbfv‡eB weiZ _v‡K, hv‡Z Ac«‡qvRbxq 
bvMwiKvqb I AcwiKwíZ U¨ywiRg n‡q RvqMvwU bó 
bv nq, RvqMvwU ‡hb IB GjvKvi ¯’vbxq ‡jvKRbB 
m‡PZbZv I eyw×gËv w`‡q DbœZ K‡i ‡Zvjvi AvM«n 
‡eva K‡i ‡mUvB wbwðZ iv‡L DošÍ|    
¯’vb wbf©i GB AvevwmK wkíKg© wewbgq Kg©m~wP 
c«wZ c‡e© 10-15 Rb m…Rbkxj AskM«nY Kvix‡K 
GKwÎZ K‡i hv‡`i g‡a¨ _v‡Kb wPÎwkí ‡_‡K 
ïiæ K‡i ‡jLK, myiKvi, ¯’cwZ, fv¯‹i, Kviæwkíx 
mn bvbv gva‡gi wkíxiv  hv‡`i‡K wbe©vPb Kiv nq 
Zv‡`i KvQ ‡_‡K  Avnevb Kiv wkíKg© Dc¯’vc-
bvi c«¯ÍvweZ cwiKíbv Avi Zv‡`i Kíbv kw³i 
‡hvM¨Zvi Dci|  
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seven to ten days, and are challenged to work 

with unfamiliar mediums sourced at the site, 

producing work which directly interacts with 

the site and the work of other participants and 

re-animating it with their activity.  It is important 

for Uronto that each of its episodes recreates 

and documents the selected site’s identity 

before it is forgotten.  

Believing that when a community looses a 

building it looses part of its identity, Uronto 

sensitively integrates with the local community 

to reconnect them with the space through 

workshops run by the selected artists.   Each 

episode culminates in a final open studio 

celebration when the local community is 

encouraged to engage with the artists and their 

work, and to preserve their own histories after 

Uronto’s activities end.  

Seeing Uronto as more of an artwork than 

an organisation, Mizan remains at the helm, 

but over each of its episodes has built up a 

network of professionals, active in their own 

fields of interest, who regularly participate in 

Uronto’s episodes and help with workshop 

facilitation.  So far Uronto’s episodes have 

explored old heritage buildings in Kushtia, 

Kishoregonj, Shatkhira, Barishal and Chittagong 

and Sunamgonj in Sylhet. To date, Uronto has 

collaborated with more than 80 artist from 

more than 9 countries .

CONTACT
urontoinfo@gmail.com

http://www.urontoart.org/  (currently under 

construction)

wbe©vwPZ AvwU©÷iv Kg©m~wPi cy‡iv mgqUyKyB wba©vwiZ 
‡mB M«v‡gi ¯’v‡bB _v‡Kb, mvaviYZ 7-10 w`‡bi 
gZb Ae¯’vb K‡ib wkíxiv, Ges GB mgqKv‡j 
Zv‡`i‡K c«vK…wZK cwi‡e‡k Lvc LvB‡q wb‡q ARvbv 
bZyb bZyb me Dcv`vb w`‡q wkíKg© ‰Zix Ki‡Z 
nq, Ggb Dcv`vb hv IB ¯’v‡bi ‡gŠwjK ‰ewkó wK-
sev BwZnvm‡K c«Kvk K‡i|  GB c«wµqv PjvKvjxb 
mgq wkíxiv G‡K Ic‡ii cwiKíbvi Ask n‡q 
mw¤§wjZ fv‡e ‰Zix K‡i AmvaviY me wkíKg©|  
DošÍ G e¨vcv‡i memgq ‡Lqvj ivLvi ‡Póv K‡i 
‡hb ‰Zix wkíKg© ¸wj Aek¨B IB wba©vwiZ ¯’vb I 
¯’vcbv¸‡jvi c«wZdj‡bi g‡Zv KvR K‡i IB ¯’vcbv 
¸‡jv nvwi‡q hvIqvi Av‡MB|  
c«wZ c‡e©B AwZ m‡PZbZvi mv‡_ wba©vwiZ ¯’vcbvi 
Av‡kcv‡ki GjvKvi RbM‡Yi g‡a¨ wkíx‡`i ZË&e-
veav‡b IqvK©kc Av‡qvRb K‡i _v‡K hvi gva¨‡g 
¯’vbxq RbM‡Yi IB ¯’vcbv m¤ú‡K© ¯úó aviYv m…
wó nq Ges Zvi ¸iæZ¡ I msi¶‡Yi wel‡q m‡PZb 
nq|  KviY DošÍ wek¦vm K‡i GKwU ¯’vcbv GKwU 
evwo nvwi‡q hvIqv gv‡b GKUv cwiPq nvwi‡q hvIqv 
ZvB ¯’vbxq gvbyl‡`i G `vwqZ¡ wb‡Z n‡e GB Aw¯ÍZ¡ 
¸‡jv‡K a‡i ivLvi hLb DošÍ’i wkíxiv IB ¯’vb 
‡Q‡o dvqvi Avm‡e|  
c«avb KY©avi  mvw`qv wgRvb GB Kg©m~wP I wkí‡M-
vôx‡K GKwU msMV‡bi ‡P‡q GKwU bZyb wkíKg©  
e‡j D‡jøL Ki‡Z ¯^v”Q›` ‡eva K‡ib memgq|  
Avi c«wZ ev‡ii Av‡qvR‡bi gva¨‡g ‡`‡k we‡`‡k 
bv bv ‡k«Yxi bvbv m…Rbkxj Aw¯Í‡Z¡i mv‡_ GKwU 
gReyZ MVbg~jK m¤úK© ¯’vcY K‡i‡Qb hv‡`i 
gva¨‡gB c«wZ Av‡qvR‡b bZyb bZyb wkíxi AvMgb 
N‡U GB Kg©m~wP‡Z Ges bvbv ai‡Yi mn‡hvwMZvi  
nvZ evovq Zviv |  Ghver DošÍ’i  Kg©m~wP ¸‡jv 
ms•NwUZ n‡q‡Q Kywóqv, wK‡kviMÄ, mvZ¶xiv, ew-
ikvj, PÆM«vg I wm‡jU Gi mybvgM‡Ä |  GB hvÎvq 
‡gvU 9 wU ‡`‡ki 80 Rb wkíx I m…Rbkxj mËv 
Zv‡`i mv‡_ AskM«nY K‡i‡Q |   
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EXPRESSION OF TIME

mg‡qi DcvL¨vb
MD. MUNIRUZZAMAN

†gvt gywbiæ¾vgvb
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cÖK…wZ

HwZn¨

weg~Z© c„w_ex

MEDIATION TOOL

SOMETHING TO THINK ABOUT

NATURE

TRADITION

WORLD OF ABSTRACTION

Think about the question below as you experience Expression of 
Time
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evsjv‡`k wkíKjv GKv‡Wwgi PviæKjv wefv‡Mi 
cwiPvjK †gvnv¤§` gywbiæ¾vgvb Gi wKD‡ikb 
mg‡qi Awfe¨w³ GKwU AvšÍtcÖRb¥wfwËK cª`k©bx 
†hLv‡b bexb evsjv‡`‡ki MwZgqZvi cÖ¯’‡”Q` K‡i 
†`Lv‡bv nq| ZiæY‡`i RvqMv K‡i †`Iqvi wPšÍv 
†_‡K GB cª`k©bx‡Z evsjv‡`‡ki Kb‡U‡¤úvivwi 
Av‡U©i cwiKvVv‡gv M‡o †Zvjvi †¶‡Î ¸iæZ¡c~Y© 
f~wgKv cvjb K‡i‡Qb Ggb wewkó wkíx‡`i ïiæi 
w`KKvi Kv‡Ri cvkvcvwk †`‡ki ZiæY cÖR‡b¥i 
wkíx‡`i KvR ivLv nq, hv‡`i wkíPP©vB fwel¨‡Z 
evsjv‡`‡ki wkíKjvi BwZnv‡mi nvj ai‡e| GB 
cª`k©bx‡Z wm‡bgv e¨vbvi ‡cBw›Us ‡_‡K ïiæ K‡i 
kZel© cy‡iv‡bv Kuv_v AjsKi‡Yi HwZn¨mn kû‡i 
Ges †jvKwk‡íi ̂ ewPÎ¨gq PP©vi ga¨ w`‡q evsjv‡`kx 
`„k¨-ms¯„‹wZi ¯^iƒc A‡š^lY Kiv nq| 

Expression of Time, curated by Mohammad 

Muniruzzaman, Director of the Department 

of Fine Arts, Bangladesh Shilpakala Academy, 

presents an intergenerational exhibition to 

show a cross-section of the dynamism of young 

Bangladesh.  To connect the idea of giving space 

to a younger generation of artists, the exhibition 

will present early works of now prominent 

artists who have played important roles in 

building the infrastructure for contemporary art 

in Bangladesh through their careers alongside 

works of a younger generation of artists, whose 

practices will undoubtedly steer the future of 

the country’s art history.  The exhibition will also 

explore Bangladeshi visual culture in parallel 

the diverse practice of urban and folk art of 

Bangladesh from cinema banner painting to the 

centuries old tradition of kantha embroider.

Nasim Ahmed Nadvi Bipasha Hayat
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Tarshito with Totini Saha and the embroiderers of Chhonya 

Hosto Shilpo, Jessore, Bangladesh, Guerriero Di Unita’, Kan-

tha embroidery, rubber, ink, acrylic and gold leaf on canvas 

2012. Courtesy of Maya Barolo Rizvi and Tafsir Awal

Tarshito with Totini Saha and the embroiderers of Chho-

nya Hosto Shilpo, Jessore, Bangladesh, Warrior Of Unity, 

2014. Kantha embroidery on fabric. Courtesy of Maya 

Barolo Rizvi and Tafsir Awal
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Bishwajit Goswami
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MEDIATION TOOL

FEEDBACK

USE THIS PAGE TO TELL US WHAT YOU THINK, TEAR IT OUT, AND 

LEAVE IT ON THE THIRD FLOOR FEEDBACK BOARD.  

GB KvMRwU e¨envi K‡i Avgv‡`i Rvwb‡q w`b  cÖ`k©bxi ‡Kvb AskwU Avcbv‡K 
bvov w`‡q‡Q| 4Zjvi wdWe¨vK ‡ev‡W© wb‡Pi AskwU wQu‡o Avcbvi Abyf~wZi K_v 
wj‡L ‡i‡L ‡h‡Z cv‡ib|

EXHIBITION/ARTWORK MADE ME THINK OF…...........................................…

KvRwU/cÖ`k©bxwU ‡`‡L Avgvi g‡b n‡q‡Q................................................…………………
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VOLCANO EXTRAVAGANZA 2018: 
TOTAL ANASTROPHES
fjKv‡bv G·Uªv‡f‡MÄv 2018:
m¤ú~Y© DjUcvjU
MILOVAN FARRONATO
WITH ARTISTIC LEADER RUNA ISLAM

wg‡jvfvb d¨v‡ivb¨v‡Uv 
Ges iæbv Bmjvg

Runa Islam, volcano theatre image 

for Volcano Extravaganza 2018 

- Total Anastrophes. Courtesy of 

Fiorucci Art Trust. 
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Dear Runa,

A brief—or, as brief as possible—’emotional 

chronicle’:

2006. Viafarini, non-profit organisation for 

contemporary art, Milan. I invite you to present 

First Day of Spring. Our first meeting, and my 

first visual rendez-vous with Dhaka, as recorded 

through the faces, and not the backs, of the 

rickshaw drivers filmed as they were resting 

amidst the dust in a secluded square of the 

capital city of Bangladesh.

2007. We cross paths again in I want to Believe, 

a group exhibition in which you were investi-

gating What is a Thought Experiment, Anyhow? 

while popping balloons in slow motion, the 

noise reverberating into the air like explosions, 

ricocheting through space. A reminiscence, 

maybe, of the soundtrack of your early years.

2008. Galleria Civica, Modena. This time for a 

two-person show involving a series of entirely 

new productions, the outcome of a cloose, 

collaborative dialogue between you and Tobias 

Putrih, moderated by me. The title is Lost Cine-

ma Lost… what else to say? Maybe just that To-

bias created a special environment where your 

RUNA ISLAM (ARTISTIC LEADER)
WITH THE PARTICIPATION OF: 

ALEX CECCHETTI, CECILIA BENGOLEA, HAROON MIRZA, OSMAN YOUSEFZADA (OSMAN), 

PATRIZIO DI MASSIMO, TOBIAS PUTRIH

WITH CONTRIBUTIONS BY: 

ALEC CURTIS, ANNA BOGHIGUIAN, CHIARA FUMAI, CHRISTODOULOS PANAYIOTOU, 

CHUS MARTINEZ, DELIA GONZALEZ, DIANA CAMPBELL BETANCOURT, GEORGE HENRY 

LONGLY, JOANA ESCOVAL WITH NUNO DA LUZ, KATHARINA FRITSCH, LILIANA MORO, 

MATHILDE ROSIER, NAUFUS RAMIREZ- FIGUEROA, ROBERTO CUOGHI, STELLA BOTTAI

wcªq iæbv,

GKwU msw¶ß - wKsev, h_vm¤¢e msw¶ß - ÒAv‡e‡Mi µg 
eY©bvÓ

2006| wfqvdvwiwb, wgjvb, mgKvjxb wkíK‡g©i GKwU 
AjvfRbK cÖwZôvb| Avwg ‡Zvgv‡K Òem‡šÍi cÖ_g w`bÓ 
cwi‡ekb Kivi Avgš¿Y RvbvB| Avgv‡`i cª_g cwiPq, 
XvKv-i mv‡_ cª_g `„k¨MZ †gvKv‡ejv - evsjv‡`‡ki 
ivRavbxi ayjvq wekªvg †bqv wiKkvIqvjv‡`i gy‡Li Qwe-i 
(wc‡Vi bv wKš‘) g‡a¨ w`‡q XvKv‡K fvj K‡i †Pbv|

2007| Avevi Avgv‡`i †`Lv n‡q †Mj ÒAvwg wek¦vm 
Ki‡Z PvBÓ wk‡ivbv‡gi cÖæc Gw·wek‡b, †hLv‡b Zzwg 
axij‡q †ejyb dvUv‡Z dvUv‡Z ÒAvm‡j _U G·‡cwi‡g›U 
Kx?Ó Zv †ei Kivi †Póv KiwQ‡j| IB AvIqvR 
we‡ùvi‡Yi gZ evZv‡m †f‡m †eovw”Qj, k~‡b¨ Qwo‡q 
cowQj| nqZ ‡Zvgvi †QvU‡ejvi k‡ãi fMoeve‡kl|
2008| M¨v‡jwiqv wmwfKv, g‡Wbv| Gevi `yB R‡bi 
GKUv cª`k©bx‡Z, †hLv‡b G‡Kev‡i bZzb A‡bK¸‡jv KvR 
wQj, †h¸‡jv Zzwg Avi †Uvweqvm cvUwii g‡a¨Kvi AvšÍwiK 
K‡_vcK_‡bi djvdj| Gi wk‡ivbvg n‡”Q Ònviv‡bv 
wm‡bgv nviv‡bv...Ó Avi Kx eje? nq‡Zv D‡jøL‡hvM¨ wQj 
‡h, †Uvweqvm †Zvgvi 16 wgwjwgUv‡i ïU Kiv wdj¥¸‡jv 
Dc¯’vc‡bi Rb¨ GKUv we‡kl Aven ˆZwi K‡iwQj Ges 
Zvi m¤ú~iK wecixZ NUbvwUI N‡UwQj|

2009| Avwg GKUv cwieZ©b PvBwQjvg| wgjvb †_‡K 
`~‡i, jvj cwjk Kiv †QvÆ ‡divwi kni †_‡K `~‡i, 
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16mm films were highlighted, and vice versa.

2009. I’m looking for a move. Away from Milan, 

and even away from the red-polished, little 

city of the Ferrari, looking for remoteness and 

displacement, willing to create interference 

within the previous order of things. Nicoletta 

Fiorucci invites me to Stromboli: a moment 

that symbolically marks the beginning of our 

artistic encounter and prolific collaboration. 

Indeed, the Fiorucci Art Trust was yet to be 

born: Nicoletta founded it two years later. 

Together, we decide to invite you, dear Runa, 

to this wild volcanic island, not yet knowing you 

were going to be the first of an endless stream 

of artists. In Stromboli, instead of contemplating 

the eruptions, the epic explosions of lapilli, the 

magmatic convulsions of the volcano, you were 

rather mesmerised by the sand composition, in-

trigued by its thousands of black sparkling min-

erals… flickering particles resembling the silver 

grains of film, which become the main character 

of what you were shooting there: fast-paced 

protagonists, long takes, alternatively recalling 

an incipient starry night or a curtain of drops 

pouring from the sky, and only interrupted by 

the sinuous curves of anthropomorphic rocks. 

Unexpectedly, the work becomes a study of the 

Strombolian shore, a linear analysis where the 

camera seems to be moving sometimes along 

the line of a cardo maximus, north to south, 

sometimes following a decumanus, east to west, 

tracing an imaginary grid in the air, which only 

at last surrenders to an oscillating movement, 

unveiling the profile of the volcano surrounded 

by the sea, in the distance, as you sail away… 

It can be said This Much is Uncertain set the 

picket for the first settlement of Fiorucci Art 

Trust on the island.

After a few relevant apparitions, the film made 

its return to Stromboli in 2011, where it was pre-

wbwiwewj RvqMv e`jv‡bvi K_v fvewQ, †hb Av‡Mi 
wbq‡gi i`e`j NUv‡bv hvq| wb‡Kv‡jËv wdiæw”P Avgv‡K 
÷ª¤^wj‡Z Avgš¿Y Rvwb‡q‡Q GB gyn~Z©Uv Avgv‡`i ˆkwíK 
wgj‡bi cÖvi‡¤¢i GKUv cªZxK n‡q _vK‡e| mwZ¨ ej‡Z 
Kx, wdiæw”P AvU© Uªv÷ ZLbI ïiæB nqwb: wb‡Kv‡jËv GUv 
Avi `yB eQi ci cÖwZôv K‡i| wcÖq iæbv, Avgiv GKmv‡_ 
wVK Kwi †Zvgv‡K GB Av‡MoeqwMwii Øx‡c Avgš¿Y 
Rvbv‡ev| ZLbI RvbZvg bv †Zvgvi gZ AviI AmsL¨ 
wkíx Avm‡e| ÷ª¤^wj‡Z D`&wMib wb‡q, Bqvwcwji wekvj 
we‡ùviY wb‡q, Av‡MoeqwMwii AMoeyrcvZ wb‡q †Zvgvi 
†Kvb AvMªn wQj bv, Zzwg evwji MVb †`‡L gy» n‡qwQ‡j| 
Gi nvRvi nvRvi Kv‡jv PKP‡K LwbR c`v_© wd‡j¥i 
iæcvwj †MªB‡bi K_v g‡b Kwi‡q †`q| †mLv‡b †hUv 
ïU K‡iwQ‡j Zv‡Z IUvB †Zvgvi gyL¨ PwiÎ n‡q I‡V; 
`ªæZ Qy‡U Pjv bvqK, js †UK, nq Zviv fiv ivZ bq‡Zv 
AvKvk †_‡K c`©v bvgvi K_v g‡b Avmv, hvi gv‡S †Kej 
†`L‡Z gvby‡li-gZ-g‡b-nIqv cv_i¸‡jvi ew¼g †iLv| 
AbvKvw·¶Z fv‡e GB KvRUv ÷ª¤^wji mgy`ª Zx‡ii GKUv 
ch©‡e¶Y n‡qB _vKj, GKUv ‰iwLK we‡kølY †hLv‡b 
K¨v‡giv `„k¨Z wKQz mgq Kv‡W©v g¨vw·gvm †iLv a‡i 
GwM‡q hvq, DËi †_‡K `w¶‡Y, wKQz mgq †WKvgvbym †iLv 
a‡i GwM‡q hvq c~e© †_‡K cwð‡g, k~‡b¨ KvíwbK GKUv 
wMªW LyuR‡Z _v‡K, hv †kl ch©šÍ cvj Dwo‡q P‡j †h‡Z 
†h‡Z GKUv †`v`yj¨gvb MwZwewai Kv‡Q AvZ¥mgc©Y K‡i 
`~‡i mgy‡`ª †Niv Av‡MoeqwMwii GKUv cvk D‡b¥vPb K‡i| 
wdiæw”P AvU© Uªv‡÷i cÖ_g Av‡qvR‡b ÒGBUzKz AwbwðZÓ 
GKUv Ab¨b¨ `„óvšÍ ˆZwi K‡iwQj|
cÖvmw½K Av‡iv K‡qKUv RvqMvq cÖ`k©bxi ci, QweUv 
2011 mv‡j Avevi wd‡i Av‡m ÷ª¤^wj‡Z, †hLv‡b 
fjK¨v‡bv G·Uªvf¨vMvÄv Drm‡ei cÖ_g Avm‡ii mgvcwb 
Abyôv‡b GwU cÖ`wk©Z nq| Ae‡k‡l, GLv‡b, Avgv‡`i 
`xN© m¤c‡K©i Kvwnbxi K¬vBg¨v‡· G‡m †cuŠ‡QwQ Avgiv| 
÷ª¤^wji wbR©bZvq mvZwU Avm‡i e¯‘wbô I ¶Y¯’vqx 
AwfÁZv¸‡jvi mÂq †_‡K Avgiv GLb bZzb RvqMvq 
¯’vbvšÍi KiwQ Avgv‡`i Ávb, mn‡hvwMZv, wkíx, Av‡jvP-
bv, Av‡MœqwMwi m¤cwK©Z Kvh©µg: Av‡qwMwii gZ gb Avi 
Av‡ewM kixi|

Avgv‡K hLb Wvqbv K¨v¤c‡ej †eUvb‡Kvi, whwb A‡bK 
w`b a‡i Avgv‡`i †dw÷f¨v‡j Ask wb‡”Qb, XvKv AvU© 
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sented at the conclusion of the first edition of 

the yearly festival Volcano Extravaganza. Here, 

finally, we’ve reached the climax of the narra-

tion of our long-term commitment. Taking the 

empirical and ephemeral experiences occurred 

during seven editions in the remoteness of 

Stromboli, we are now migrating the knowledge, 

the collaborations, the artists, the talks, the 

volcanic activities: the mind as a volcano and 

the emotional body. 

As I was invited by Diana Campbell Betancourt, 

also a long-term attendee of our festival, to be 

part of the Curatorial Team of the fourth edi-

tion of the Dhaka Art Summit, I knew, without 

hesitation, my contribution had to be within the 

frame of the Fiorucci Art Trust; given the more 

than valuable, passionate, continuing support 

and enthusiasm Nicoletta Fiorucci has shown 

for our festival. We hence decided to move 

the project first to Bangladesh and then back 

to its native island. And, as per the mentioned 

chronicle, I felt, instinctively, that you, and only 

you, were the only possible spiritual guide 

who could lead such a voyage. Our parallel 

biographies and the intersected relationships 

with Stromboli and Dhaka can constitute the 

base for a peculiar transmutation, characterising 

an introspective journey, maybe a sentimental 

quest, a path for which we are seeking the 

collaboration of people who, in one way or an-

other, have something to do with our personal 

and professional history. Away from Iddu (him), 

as the locals call the volcano of Stromboli, our 

intention is to create a collective experience.

Remarking upon Freud’s Mourning and 

Melancholia, Agamben argues that within the 

melancholic state, “a loss has indeed occurred, 

without it being known what has been lost.” 

mvwg‡Ui PZz_© Avm‡ii wKD‡iUi nIqvi Avgš¿Y Rvbvq, 
Avwg ZLbB eyS‡Z †c‡iwQjvg Avgvi KvR n‡e wdiæw”P 
AvU© Uªv‡÷i KvVv‡gvi g‡a¨ †_‡K Ae`vb ivLv, †h‡nZz 
wb‡Kv‡jËv wdiæw”P Avgv‡`i Drm‡e wbiew”Qboe Agyj¨, 
AvšÍwiK mn‡hvwMZv K‡i Avm‡Qb| GKvi‡b Avgiv wVK 
K‡iwQ Avgv‡`i cÖ‡R±Uv cÖ_‡g evsjv‡`‡k mwi‡q wb‡q 
†mLvb †_‡K Avevi Zvi wb‡Ri †`‡k wdwi‡q Avbe| Avi 
w`bwjwci K_v hv e‡jwQ, Avgvi Kv‡Q g‡b n‡q‡Q, Zzwg, 
Ges GKgvÎ ZzwgB Ggb GKUv Awfhv‡bi Ava¨vwZ¥K c_
cÖ`k©K n‡Z cvi| Avgv‡`i mgvšÍivj Rxeb Avi ÷ª¤^wj I 
XvKvq M‡o IVv m¤cK© GKUv A™¢zZ weeZ©‡bi wfwË iPbv 
Ki‡Z cv‡i, hv AšÍi`k©‡bi c‡_ hvÎvi gZ, nqZ GKUv 
Av‡ewM Awfhvb, GKUv c_, †hLv‡b Avgiv †KvbI bv 
†KvbI fv‡e Avgv‡`i e¨w³MZ Rxeb I †ckvMZ Rxe‡b 
cwiwPZ gvbyl‡`i mn‡hvwMZv Kvgbv Kwi| Avgv‡`i 
D‡Ïk¨ n‡”Q BÏy, ÷ª¤^wji Av‡MoeqwMwii ¯’vbxq bvg, 
†_‡K `~‡i GKUv mvgwóK AwfÁZv M‡o †Zvjv|

d«‡q‡Wi ÒgDwb©s A¨vÛ †gjvb‡KvwjqvÓ wb‡q gšÍe¨ Ki‡Z 
wM‡q AvMv‡¤^b e‡j‡Qb, welboe Ae¯’vq ÒGKUv wKQz 
wVKB nvwi‡q hvq, wKš‘ Kx †h nvwi‡q‡Q Zv eySv hvq bv|Ó 
GKUv KvíwbK Afv‡ei Abyf‚wZ Kxfv‡e welboeZv‡K 
ÒAev¯Í‡ei Aw¯Í‡Z¡i GKUv RvqMv ˆZwi Ki‡Z †`qÓ Zv 
wZwb eY©bv K‡i‡Qb| †Zvgvi m‡½ Avgvi hv K_v n‡q‡Q 
Zv †_‡K Avwg Rvwb 1971 mv‡ji †KvbI ¯§„wZ †Zvgvi 
g‡b †bB| Zzwg ïay Rvb †Zvgvi Rxe‡bi cÖ_g eQi Avi 
evsjv‡`k cÖwZôvi Rb¨ gyw³hy× GKB mg‡q N‡U‡Q| 
Zzwg Avgv‡K m¤cÖwZ Lyu‡R cvIqv GKUv A¨vjev‡gi 
GKMv`v QweI ‡`wL‡qQ| Z‡e Avwg Rvwb Zzwg wb‡R‡K 
g~jZ A‡b¨i ¯§„wZi fMoeve‡k‡li cÖwZ g‡bvwb‡ek KiQ 
e‡j g‡b Ki, †hb DËivwaKvi my‡Î Zzwg ¯§„wZ wPý e‡q 
†eov‡bvi `vwqZ¡ †c‡qQ, †hb esk ci¤civ Qvwo‡q Ab¨ 
GK RM‡Zi ¯§„wZ, †hb Av‡MoeqwMwii wfZ‡ii Nyg 
fv½vi ci AšÍ‡ii mylywßi ¯§„wZ e‡q wb‡q hv”Q|

wcªq iæbv, g‡bvweÁv‡b mylyß Av‡eM ej‡Z Ggb Av‡eM 
eySvq †hwU †Kej A‡PZb ev NygšÍ Ae¯’vq _v‡K, wKš‘ 
GUv wb‡R‡K cÖKvk Kivi ¶gZv iv‡L| myß Ae¯’vq 
Av‡MoeqwMwiI jvfv D`&wMib K‡i bv, wKš‘ fwel¨‡Z 
‡mUv NU‡Z cv‡i| Avevi AvMv‡¤^‡bi cÖm‡½ wd‡i wR‡Ám 
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He continues, elaborating about how a fictive 

introjection of absence allows melancholy to 

“open…a space for the existence of the unreal.” 

Although from our conversations I know you 

don’t recall any first-hand memories of 1971, you 

know that your first year of life coincided with 

the Liberation War, which lead to the establish-

ment of Bangladesh. And you also showed me 

a pile of photographs from a recently found 

album. Mostly though, I know you feel as if you 

were invested in the reminiscence of someone 

else, as if from your bloodlines you inherited 

the role of carrier of souvenirs, of the trans-

genetic memory of another world…of an inner 

latency, as if awaken from a state of dormancy 

inside of a volcano.

In psychology, dear Runa, a latent emotion is 

one that exists in an unconscious or domant 

form but is potentially able to achieve expres-

sion. When dormant, volcanoes are not erupting 

but are likely to do so sometime in the future. 

And, to return to Agamben, what is more real 

and unreal at the same time, than the reverse of 

an introjection, i.e. a projection? Light shoo-

ing through the negative of a film to create a 

positivity, to construct a reality, like a volcano 

erupting lava in the distance.

We started fantasising about an octagonal 

shape—and indeed, the auditorium of Shilpakala 

Academy, where the Summit is held, is octago-

nal. We have been mirroring each other through 

our mutual histories. Through your annotations 

you were thinking of conjuring a portrait of me, 

and of the Trust’s activities, whereas I felt that 

through my activities you were articulating a 

portrait of yourself. In any case, we drew from 

our archive, to reflect an emotional present. 

Digging and excavating like archaeologists.  And 

Ki‡Z nq, AšÍ‡i †Kvb wKQy Kíbv Kivi wecixZ cÖwµqv 
A_©vr ‡mUvi g~Z© iƒc ˆZwii †P‡q GKB m‡½ Aev¯Íe 
I ev¯Íe Avi Kx n‡Z cv‡i? wd‡j¥i †b‡MwU‡fi †fZi 
w`‡q Av‡jv Qz‡U †M‡j GKUv wRwbm Aw¯ÍZ¡gvb nq, GKUv 
ev¯ÍeZv ˆZwi nq, †hb `~‡i GKUv Av‡MoeqwMwi jvfv 
D`&wMib K‡i|

Avgiv GKUv Aó‡KvYvK…wZ Mo‡bi K_v wPšÍv KiwQjvg, 
Ges wkíKjv GKv‡Wwgi wgjbvqZb, †hLv‡b mvwgU 
AbywôZ nq, ev¯ÍweKB Aó‡KvYvKvi| Avgiv Avgv‡`i 
GKxf‚Z BwZnv‡m G‡K Ac‡ii cÖwZ”Qwe ˆZwi K‡i 
P‡jwQ| †Zvgvi e¨vL¨vg~jK gšÍ‡e¨i gva¨‡g Avgvi 
GKUv †cv‡Uª©U ˆZwi Avi Uªv‡÷i Kvh©µg Zz‡j aivi wPšÍv 
Rvwb‡qQ, A_P Avgvi Kv‡Q g‡b n‡q‡Q Avgvi Kv‡Ri 
ga¨ w`‡q Zzwg †Zvgvi wb‡Ri cÖwZK…wZ ˆZwi KiQ| hvB 
†nvK, Avgiv GKUv Av‡ewM eZ©gvb wb‡q wPšÍv Ki‡Z 
Avg‡`i AZx‡Zi ¯§„wZi mvnvh¨ wbB| cÖZoeZvwË¡K‡`i 
gZ ïay Lyu‡o Zzwj| Avi GLb Avgiv AvwQ cvid‡g©‡Ýi 
m~wZKvMv‡i, †hLv‡b Av‡MoeqwMwii kã, †Mv½vwb, 
AbyiYb GKUv m½x‡Zi fvlv ˆZwi K‡i GLb ch©šÍ hv 
ejjvg Zvi mviK_vwU cÖKvk K‡i †`q| Avwg, Zzwg, 
Avgv‡`i gZ †`L‡Z evsjv‡`‡ki Ab¨vb¨ gvbyl, mv‡_ 
Avgv‡`i K‡_v‡cvK_‡bi mvigg©, Avgv‡`i ¯^‡coei 
fvlv| Aw¯’i Kvcywb a‡i‡Q, Pg‡K wenŸj n‡q‡Q Avgv‡`i 
KÉ¯^i| GKUv †ive‡Ui gZ D”Pvib, nvwi‡q hvIqv fvlv| 
ïay Avgv‡`i bq, AviI hviv Avg‡`i‡K †W‡KwQj Zv‡`i 
wecixZ iƒc cwi‡ekb Kivi Rb¨|

Avi Zzwg wk‡ivbvg wn‡m‡e cQ›` K‡iwQ‡j Ò‡UvUvj 
Avbv÷ªwdRÓ| GUv ïb‡Z K¨vUv‡÷ªvwdi gZ †kvbvq, 
wKš‘ Avm‡j GKUv cÖePb, Ab¨ wKQz‡K ¸iæZ¡ w`‡Z wKQz 
GKUv nvwi‡q †M‡Q ev miv‡bv n‡q‡Q eySv‡bvi Rb¨ GK 
ai‡bi Kv‡e¨i ¯^vaxbZv †bqv| GUv mvavib †kªYxKiY 
cvj‡U †`q| GUv e¨wZµg, †`L‡Z fzjI g‡b n‡Z cv‡i, 
wKš‘ GUv Avm‡j †Mvjgvj n‡q hvIqv †gUvgi‡dvwmm hv 
cyi‡bv evK¨‡K AviI kw³kvjx, Q›`e×, Av‡MoeqwMwii 
gZ PwiÎ †`q| Avi hvB †nvK, †hLv‡b ïiæ n‡q‡Q 
†mLv‡b GKUv wRwb‡mi cwiPq cvIqvi K_v bv, eis Zv 
AcÖZ¨vwkZ RvqMvq m‡PZb Ny‡gi †fZi _v‡K|
cÖ_gZ, Avgiv ¯’vb cv‡ë w`‡Z †P‡qwQjvg| Zzwg Avevi 
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here we are, with an echo-chamber: a cradle for 

performance, pervaded by sounds, moans, the 

hertz of the volcano becoming the frequencies 

of a musical language activating the ethos of 

what was mentioned so far. Me, you, perhaps 

our doppelgängers found in Bangladesh, with 

abstracts of our exchanges, with the lexicon 

of our vision. Our voices struck by unstable 

vibrations, upset by shocks, and hand held by 

quivers. A robotic accent, a voice that vanishes. 

Not only our own but also those of whom 

we imagined calling upon to offer their own 

anastrophe. 

And you, you suggested as a title, Total Anas-

trophes, which sounds likes a catastrophe, 

but it is indeed a figure of speech, a form of 

poetic license to indicate that something has 

been taken and moved, in order to gracefully 

emphasise something else. It is an alteration of 

the typical order. In its recto, it might look like 

a mistake, but it is this apparently gone wrong 

metamorphosis that turns the old sentence into 

a more energetic, rhythmic, volcanic spell. After 

all, an identity is not to be found back in the 

place where it is meant to begin, rather in the 

unexpected, in its awakened dormancy.

First, we wanted to alter the space. You thought 

to once again collaborate with Tobias Putrih. 

Then, we felt the need to distort the sound-

scape, and I proposed Haroon Mirza, thinking 

of a certain, mutual synchronicity in our own 

journeys, which occurred both in Stromboli in 

2014, when he was Artistic Leader of Volcano 

Extravaganza with Forget Amnesia, and in 

Dhaka, which we also had both visited before 

on the occasion of the Summit. Haroon and 

I share the recurrence of the festival and of 

these two symbolic places which we both came 

†Uvweqvm cvUwii mv‡_ KvR Kivi K_v fvewQ‡j| c‡i, 
Avgv‡`i mvDÛ‡¯‹c weK…Z Kivi K_vI g‡b n‡q‡Q, Ges 
Avwg Avgv‡`i hvÎvi mymvgÄ‡m¨i K_v gv_vq †i‡L nviæb 
wgR©vi bvg cÖ¯Íve K‡iwQjvg| I¸‡jv †h `y‡UvB N‡UwQj 
÷ª¤^wj‡Z 2014 mv‡j, hLb ‡m di‡MU A¨vg‡bwmqvi 
mv‡_ fjK¨v‡bv G·Uªvf¨vMvÄvq Ges XvKvq ˆkwíK †bZ„Z¡ 
w`w”Qj| Avgiv mvwg‡U AskMªnY Kivi Rb¨ Av‡MI XvKvq 
wM‡qwQ| nviæb Avi Avwg `yR‡bB Drm‡ei cybive„wË Avi 
`ywU cÖZxKx RvqMvi Askx`vi| GKUv †giæ`Ûnxb k‡ãi 
UzKivi Awbt‡kl Pig gyn~Z© Avgv‡`i g‡b G‡mwQj - 
iev‡U©v ‡iv‡Rwjwbi j¨vÛ Ad MW-G BbwMªW evM©g¨v‡bi 
÷ª¤^wj †Q‡o cvjv‡bvi ‡Póv †_‡K 2016 mv‡j wbe©vm‡bi 
Aw¯ÍZ¡ev`x msKU wb‡q ‡XD Avi evZv‡mi k‡ã AZ¨vPvwiZ 
K‡É K_v ej‡Z ej‡Z Avbv †evwMwMqv‡bi mwZ¨B IB 
Øxc †Q‡o P‡j hvIqv ch©šÍ| ÒeRª Avi wbLuyZ gbÓGi g~Z© 
cÖKvk wKqviv dz‡gB Gi ÒAvwg AvwQÓ GB `vwe †_‡K Kwe 
KvRx bRiæj Bmjv‡gi KweZv Òwe‡`ªvnxÓ i ÒAvwgÓ ch©šÍ, 
hZ¶Y bv 2015 mv‡j
÷ª¤^wji Av‡MoeqwMwii gv_vq IVv bZzb Pvu‡`i Av‡jvq 
gvwZìv †ivwR‡qi Gi wdmwdm K‡i g‡š¿i gZ D”Pvib 
K‡i ÒAvwg †K?Ó

Avwg †Zvgv‡K i‡Wv‡WÛª‡bi Dci wkwki covi k‡ãi K_v 
g‡b Kwi‡q w`‡qwQjvg, hv ïb‡j K¨v_wibv wd«U‡ki †iKW© 
Kiv Av¸b Rjvi kã Avi Zvwji †Kviv‡mi †kl As‡ki 
K_v g‡b Avm‡e| b¨vwÝ në I wiPvW© ‡mivi Òey‡givsÓ-
Gi K_v †Zvgvi g‡b c‡owQj| Avgiv wjwjqvbv †gv‡ivi 
GKUv b¨vkbvj nvBg wewfboe fvlvq evi evi MvIqv ev` 
w`‡q RywW Mvij¨v‡Ûi cÖ_g I ‡klev‡ii gZ MvIqv Òmvg 
†nvqvi Ifvi `¨ †iBb‡evÓ- Gi wµ‡÷vWyjvm cvbvwqIUz 
Gi Kiv wiwg· ïbwQjvg| Avgiv iev‡U©v KzwM‡K GKUv 
†mÝi Kiv PvBwbR Mvb MvB‡Z †Póv Ki‡Z ïbwQjvg, 
Ges bvDdzm ivwg‡iR wd¸‡q‡ivqvi ˆZwi wejyß cvwLi 
Rc Kivi k‡ãi AbyKiY ï‡bwQjvg| ‡mLvb †_‡K 
AMoeyrcvZ I †Rvqvbv G‡¯‹vfv‡ji ‡iKW© Kiv ÷ª¤^wj 
Avi AvBmj¨v‡Ûi wZwg gv‡Qi kã| Akixix KÉ¯^i, 
gv‡S gv‡S GKUv ¯cUjvB‡Ui Av‡jvq AwW‡Uvwiqv‡gi 
wm‡Ui Dci Av‡jvwKZ n‡q DVwQj, wKš‘ GKB mv‡_ 
GB RvqMv `Lj Ki‡Z PvIqv kvixwiKZv| ZvB ‡Svu‡Ki 
e‡kB w`e¨`„wó jv‡fi gZ c¨vwUªwmI wW gvwm‡gv, A¨v‡j· 
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to make acquaintance with.  An endless climax 

of spineless sound pieces came to our minds: 

from Ingrid Bergman trying to flee Stromboli 

in Roberto Rossellini’s Land of God, to Anna 

Boghiguian actually leaving the island in 2016 

while speaking about the existential conditions 

of exile with her voice tormented by the sound 

of the waves and the wind. From the “I am”, 

proclaimed by Chiara Fumai in her embodiment 

of The Thunder, Perfect Mind, to the “I am” from 

the poem The Rebel by Kazi Nazrul Islam, until 

the question “Who am I?” whispered as a man-

tra by Mathilde Rosier in the clarity of the new 

moon on top of the Stromboli volcano in 2015.

I reminded you of the sound of the raindrops 

on the rhododendron, seemingly becoming the 

inception of a fire and seemingly concluding like 

a chorus of applause, as recorded by Kathari-

na Fritsch. You remembered Boomerang, the 

seminal piece by Nancy Holt and Richard Serra. 

We moved from the chain repetition in different 

languages of a national hymn by Liliana Moro to 

the overlapping of the first and last times that 

Judy Garland sang Somewhere over the Rain-

bow, as remixed by Christodoulos Panayiotou. 

We listened to the attempt of Roberto Cuoghi 

truthfully singing a censored Chinese song, 

†P‡”PwÆ I ‡mwmwjqv †eb‡Mvwjig K_v g‡b Gj|
†Uvevqv‡mi åvg¨gvY ¯’vcbv, hv GKB mv‡_ gÂ I c`©v 
n‡q `k©K I wkíxi g‡a¨Kvi ‡f` NywP‡q †`q, w`‡q 
fvM fvM Kiv cªwZaŸwb K‡¶i wfZi Avgv‡`i KÉ¯^i 
I bovPov, †Zvgvi `„k¨MZ wPý (wfRyqvj B‡gRvwi) I 
†gvwU‡di mv‡_ msjv‡c - GKUv wdZv KvUv n‡e; GKUv 
w_‡qUvi, Av‡MoeqwMwii wfZi GKUv A¨vwçw_‡qUvi ev 
gy³gÂ; Zvi Av‡MoeqgyL †cÖv‡R±‡ii †j‡Ýi gZ... Zzwg 
mPj e¯‘ ‡_‡K ‡Svjv‡bv Kvco I c`©vi K_v †f‡eQ hv 
ïay Ach©vß w¯OE‡bi KvRB Ki‡e bv, eis gv‡S gv‡S 
Imgvb BDmydRv`v I¸‡jv IBLv‡bB †K‡U bZzb bZzb 
wWRvBb evbv‡Z cvi‡eb| Zvi mv‡_ GKRb ¯’vbxq `wR© 
gwnjv _vK‡eb, †hgbUv _v‡K IqvK©k‡c|

AZGe, wcÖq iæbv, †Zvgvi wK g‡b nq hv KLbI ejv 
nqwb ZvB ejevi RvqMv n‡e GUv? hw` ZvB nq, Zvn‡j 
†KD wK eyS‡Z cvi‡e Kx ejv nj? Abyaveb Ki‡Z 
cvi‡e? GKUv Qwe‡K avIqv K‡i hv‡e Av‡iKUv Qwe, 
Zvwo‡q wb‡q hv‡e I‡`i‡K, kã fvm‡Z _vK‡e ev Mfx‡i 
Wy‡e hv‡e| nqZ Avgiv Av‡av ‡R‡M wQjvg ev Av‡av Ny‡g 
wQjvg| †Zvgvq Avwj½b Kwi|

fv‡jvevmv I kª×vi mv‡_

wg‡jvfvb

Tobias Putrih, Sketches for Volcano Extravaganza 2018 - Total 

Anastrophes. Courtesy of Fiorucci Art Trust.
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and to the simulation of the chanting spirits 

of extinct birds by Naufus Ramírez-Figueroa. 

Until the waves, the eruptions and the sound 

of whales from the recording in Stromboli and 

in Iceland by Joana Escoval. Bodiless voices, 

illuminated by a spotlight randomly shining 

on empty seats in the auditorium, but also 

corporeality to inhabit this space. So Patrizio Di 

Massimo, Alex Cecchetti and Cecilia Bengolea 

came to our minds as revelations, following an 

instinct. 

Our voices and our movements inside the echo-

chamber divided by the mobile architectures by 

Tobias, which are at the same time diaphragms 

and screens, dissolving the border between 

spectatorship and performers, in dia-logue 

with your visual imagery and motifs: the cut of 

a ribbon; a theatre, an amphitheatre inside a 

volcano; the crater like the lens of a projector… 

You envisioned drapes of fabrics and textiles 

hanging from the mobiles and serving not only 

as inadequate screens but also becoming the 

subject of interventions for Osman Yousefzada 

to perform tailoring cut-outs and create new 

designs on the spot, together with local seam-

stresses, as in a workshop.

And so, my dear Runa, do you think that this will 

be a space to say what was always unspoken? 

And if this is the case, do you think that some-

one will be able to comprehend it? To perceive 

it? The images chase one another, galloping 

away, the sounds are floating, or gravitating in 

the deep. Perhaps we only were half-asleep or 

half-awake.  I embrace you. 

With love and admiration,

Milovan

Runa Islam, Mirror Volcano Projection (2017). Courtesy of 

Fiorucci Art Trust.
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ALEX CECCHETTI
(B. 1977 in Terni, Italy, d. 2014 in Los Angeles California: his ghost 

has since been seen in Paris, France)

Alex Cecchetti was an artist, poet and choreog-

rapher working across a variety of media, from 

painting to performance, and whose practice 

has been called ‘the art of collective incanta-

tion’. Tactical and poetic, aesthetic and mate-

rialistic, Cecchetti’s work produces specific 

situations or objects that are experienced, both 

mentally and physically, by the audience in a 

process of transformation that is stimulated by 

an imaginative process. Selected solo exhibi-

tions include: Ceataceans, Fondazione Sandret-

to Re Rebaudengo, 

Turin (2017); Tamam 

Shud, Centre For 

Contemporary Art 

Ujazdowski Castle, 

Warsaw (2017); 

and Comrades of 

Fear and Wonder, 

CAC - Contempo-

rary Art Centre, 

Vilnius (2012). Most 

recent performanc-

es include Nuovo 

Mondo, The National 

Archeological Museum of Naples, Naples; 

Louvre, CRT theatre, La Triennale, Milan; and 

Notte Lusoria, carte blanche, Palais de Tokyo, 

Paris (all in 2017).

CECILIA BENGOLEA
(b. 1979 in Buenos Aires, Argentina, lives and works,  

Paris, France)

Cecilia Bengolea is a performance artist with a 

particular interest in dance anthropologies. Her 

reflections are represented in paroxysmal per-

formances, both modern and primitive, intense 

and impure. As a dancer, choreographer and 

A¨v‡j· ‡K‡PwË
(Rb¥ 1977 ‡Zwb©, BZvwj; g„Zy¨ 2014 jm A¨v‡Ä‡jm, K¨vwj‡dvwb©qv t 
d«v‡Ýi ivRavbx c¨vwi‡m Zvi ‡cªZvZ¥v ‡`Lv ‡M‡Q)

A¨v‡j· ‡K‡PwË GKvav‡i wkíx, Kwe I b„Z¨ cwiPvjK 
wn‡m‡e KvR K‡i‡Qb wPÎKg© ‡_‡K ïiæ K‡i cvd©dig¨vÝ 
ch©šÍ wewfbœ gva¨‡g| Zvi wkíPP©v‡K AvL¨vwqZ Kiv 
nq ‘mgwóMZ m‡¤§vn‡bi wkí’ bv‡g| ‡KŠkjx I Kvwe¨K, 
bv›`wbK I e¯‘ev`x, ‡K‡PwË’i Kv‡R wbw`©ó ‡KvbI cwi-
w¯’wZ A_ev e¯‘‡K Ggbfv‡e dywU‡q ‡Zvjv nq, hv `k©K 
gvbwmK I kvixwiKfv‡e Abyaveb Ki‡Z cv‡i Kíbv Øviv 
DÏxß GKwU iƒcvšÍi cªwµqvi ga¨ w`‡q| wbe©vwPZ GKK 
cª`k©bxi g‡a¨ Av‡Q t wm‡qUvwmqvÝ, d›`vwhIb mv‡›`ª‡Ëv 
wi ‡ievI‡`s‡Mv, Zywib (2017); Zvgvg ï`, ‡m›Uvi 

di K‡›U‡¤úvivwi AvU© 
DRv‡`vIw¯‹ c¨v‡jm, 
Iqvi m (2017); 
Ges Kg‡iWm Ae 
wdqvi A¨vÛ IqvÛvi, 
wmGwm-K‡›U‡¤úvivwi 
AvU© ‡m›Uvi, wfwjwbqvm 
(2012)| mv¤cªwZKZg 
cwi‡ekbvi g‡a¨ i‡q‡Q 
byI‡fv g‡Ûv, ‡bcj&m 
RvZxq cªZœZvwË¡K hv`yNi, 
‡bcj&m; jy¨fi, wmAviwU 
w_‡qUvi, jv wUª‡qbv‡j, 
wgjvb; Ges b‡Ë jy‡m-
vwiqv, KvU© eøvÝ, c¨v‡jB 

w` ‡UvwKI, c¨vwim (me¸‡jvB 2017 mv‡j AbywôZ nq)|

wmwmwjqv †e‡½vwjqv
(Rb¥: 1979, ey‡q‡bvm AvB‡im, Av‡R©w›Ubv| eZ©gvb wbevm Ges Kg©¯’j: 
c¨vwim, d«vÝ)

wmwmwjqv †e‡½vwjqv b„weÁvbmg~‡ni Dc‡i we‡kl Av‡jvK-
cvZKvix GKRb b„Z¨wkíx| AvaywbK Ges cÖvPxb b„Z¨K-
jvq wZwb ¶xcÖZv Ges Zxeª Av‡e‡Mi ewncÖ©Kvk mswgkÖY 
NwU‡q‡Qb| b„Z¨wkíx Ges b„Z¨cwiKíK wn‡m‡e wmwmwjqv 
bvP‡K GKwU ‘Pjgvb fv®‹h©’ wn‡m‡e †`‡Lb Ges bv‡Pi 
gva¨‡g wZwb GKvav‡i e¨w³ Ges e¯‘ Dfq cwiPq‡KB 

Alex Cecchetti, NUOVO MONDO, 2014 . Poetry seminar and tour guide 

of heaven and hell, Palais de Tokyo, Paris. Photographers: David Janesko 

and Paola Fleming
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performance artist, Cecilia Bengolea perceives 

dance and performance as ‘animated sculpture’ 

and welcomes the fact that these forms allow 

her to become both ‘object and subject at the 

same time’. She has 

collaborated with 

a number of visual 

artists, including 

Dominique Gonza-

lez-Foerster, Jeremy 

Deller and Damion 

Wallace. Since 2005 

she has collaborated 

with François Chaig-

naud, participating in 

the works Sylphides 

(2009) and Pâque-

rette (2005-2008). 

Bengolea’s video and performance works have 

been exhibited at the Dia Art Foundation, and 

at Gstaad Elevation (2017); Tokyo Spiral Hall, 

Tate Modern, London, Bienale de Sao Paulo, 

Centre Pompidou, Paris, and in Infinite Mix 

at the Hayward Gallery, London (2016); Faena 

Art Center, Buenos Aires, and in Fig-2 25/50 at 

ICA, London (2015); and the Kitchen, New York 

(2014). In 2014, she won the award de la critique 

de Paris and the Young Artist prize at Gwangju 

Biennale.

PATRIZIO DI MASSIMO
(B. 1983 in Jesi, Italy, lives and works, London, United Kingdom)

Although using different media, the work of 

Patrizio Di Massimo is primarily rooted in figu-

rative painting, which he renews with an analyti-

cal, yet intuitive, manner. Di Massimo graduated 

from the Brera Academy of Fine Arts, Milan in 

2007, and with an MA from the Slade School of 

Art in 2009. Selected solo exhibitions include: 

eiY K‡i †bb Ges dywU‡q ‡Zv‡jb| B‡Zvg‡a¨B wZwb 
WwgwbK MÄv‡jm ‡dv÷©vi, ‡R‡iwg ‡Wjvi Ges W¨vwgIb 
Iqv‡j‡mi gZ †ek K‡qKRb bvgKiv b„Z¨e¨w³‡Z¡i mv‡_ 
GK‡Î KvR K‡i‡Qb| 2005 †_‡K wZwb d«vwÝm k¨v‡b-

v‡`i mv‡_ KvR Ki‡Qb| 
Zuviv GK‡Î 2009 
mv‡j ‘wmjdvBWm’ Ges 
2005-2008 G ‘cv‡K‡i’ 
bvgK `ywU cwi‡ekbvq 
GK‡Î KvR K‡i‡Qb| 
†e‡½vwjqv’i b„Z¨ 
cwi‡ekbvi wfwWI wWqv 
AvU© dvD‡Ûkb, M÷vW 
Gwj‡fkb 2017, †UvwKI 
¯úvBivj nj, jÛ‡bi 
†UU gWvb©, mvI cvI‡jv’i  
cÖ`k©bx we‡qbv‡j †W mvI 
cvI‡jv, c¨vwi‡mi †m›Uvi 

cw¤úWy¨, jÛ‡bi †nBIqvW© M¨vjvwi’i BbwdwbU wg·, 
ey‡q‡bvm AvB‡i‡mi dv‡qbv AvU© †m›Uvi, AvBwmG jÛ‡bi 
wdM-2 25/50 (2015), Ges 2014 †Z wbDBq‡K©i `¨ 
wK‡P‡b cÖ`wk©Z nq| wZwb 2014 †Z c¨vwi‡mi G¨vIqvW© 
†W jv wµwUK Ges ¸qv½Ry we‡qbv‡j †Z ZiæY wkíx 
wn‡m‡e Bqvs AvwU©÷ c`K jvf K‡ib|

cvwÎwhI w` gvwm‡gv
(Rb¥ 1983 ‡Rwm, BZvwj, eZ©gvb wbevm I Kg©¯’j jÛb, hy³ivR¨)

wewfbœ gva¨‡gi e¨envi Ki‡jI cvwÎwhI w` gvwm‡gv’i KvR 
cªavbZ g~Z© wPÎwk‡í ‡cªvw_Z| we‡kølYag©x A_P mÁvZ 
GK cš’vq Zvi KvRI beiƒc aviY K‡i| 2007 mv‡j wg-
jv‡bi ‡eªiv A¨vKv‡Wwg Ae dvBb AvU©m ‡_‡K w` gvwm‡gv 
¯œvZK Ges ‡¯øBW ¯‹yj Ae AvU© ‡_‡K 2009 mv‡j GgG 
wWwMª m¤úbœ K‡ib| wbe©vwPZ GKK cª`k©bxi g‡a¨ i‡q‡Q t 
wg, gvg, wg÷vi, g¨vW, KyÝ_vj wjmveb, wjmeb (2014); 
w` jv÷dyj UvK©, M¨vmIqvK©m, jÛb (2013); Ges 
‡m‡KÛ Uyi‡Kv jymywiI‡mv, wfjv ‡gw`wP, ‡ivg (2012)| 
wbe©vwPZ `jMZ cª`k©bx t ‡UBK wg (AvB A¨vg B‡qvm©), 

Cecilia Bengolea, To dance to Remember (video), 2017. Images Courtesy 

of the Artist.
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Me, Mum, Mister, 

Mad, Kunsthalle 

Lissabon, Lisbon 

(2014); The Lustful 

Turk, Gasworks, 

London (2013); and 

Il Turco Lussurioso, 

Villa Medici, Rome 

(2012). Selected 

group shows include: 

Take Me (I’m Yours), 

Hangar Bicocca, 

Milan (2017); Mundus 

Muliebris, CURA 

Basement, Rome (2016); Ennesima, Triennale di 

Milano (2015); and La Storia che non ho vissuto 

(testimone indiretto), Castello di Rivoli (2014).

HAROON MIRZA
(B. 1977 in London, lives and works, London, United Kingdom)

Haroon Mirza describes his role as a composer, 

manipulating electricity—a live, invisible and 

volatile phenomenon—to make it dance to a 

different tune, calling on instruments as varied 

as household electronics, vinyl and turntables, 

LEDs, furniture, 

video footage, and 

existing artworks, to 

behave differently. 

His working process-

es are left exposed, 

and sounds occupy 

space in an unruly 

way, testing codes 

of conduct and 

charging the atmo-

sphere. Mirza holds 

a BA in Painting from 

Winchester School 

of Art, and graduated with an MA in Design 

n¨vsMvi we‡Kv”Pv, 
wgjvb (2017); gyÛym 
gywjGweªm, wmBDAv-
iG ‡eBR‡g›U, ‡ivg 
(2016); G‡bwmgv, 
wUª‡qbv‡j w` wgjvbI 
(2015); Ges jv 
‡¯Ívwiqv ‡P bb n wfmy‡Zv 
(‡Zw¯Íg‡b Bw›`‡i‡Ëv), 
K¨v‡÷‡jv w` wi‡fvwj 
(2014)|

nviæb wgR©v
(Rb¥ 1977, jÛb, wbevm I 

Kg©¯’j jÛb, hy³ivR¨)

nviæb wgR©v wb‡R‡K K‡¤úvRvi e‡j cwiPq ‡`b, we`y¨r‡K 
(GKwU RxešÍ, A`„k¨ I DØvqx cªcÂ) wbqš¿Y K‡i Zv‡K 
wewfbœ my‡i bvPv‡bv, M„n¯’vwji Kv‡R e¨eüZ B‡j±ªwbK 
hš¿cvwZ ‡_‡K ïiæ K‡i Mªv‡gv‡dv‡bi ‡iKW© Ges Uvb©‡U-
wej, GjBwW, Avmeve, wfwWIwPÎ Ges we`¨gvb wkíKg© 
Ggb ‰ewPÎ¨c~Y© miÄv‡gi Awfbe e¨envi i‡q‡Q Zvi 
wkíK‡g©| Zvi Kvh©cªYvjx Abve„Z Ges `yišÍ aŸwb‡Z mKj 
k~b¨Zv cwic~Y© K‡i, cªPwjZ AvPiYwewa‡K hvPvB K‡i 
Ges cvwicvwk¦©K evqygÛj‡K ‡hb we`y¨r¯ú„ó K‡i| wgR©v 
DBb‡P÷vi ¯‹zj Ae AvU© ‡_‡K ‡cBw›Us wel‡q weG Ges 

‡Mvìw¯§_ K‡jR ‡_‡K 
2006 mv‡j wWRvBb 
wµwUK¨vj cª¨vKwUm 
A¨vÛ w_Iwi wel‡q 
GgG wWwMª AR©b K‡ib| 
2007 mv‡j wZwb ‡Pjwm 
K‡jR Ae AvU© A¨vÛ 
wWRvBb ‡_‡K dvBb 
AvU© wel‡qi DciI 
GgG wWwMª AR©b K‡ib| 
mv¤cªwZK GKK cª`k©bxi 
g‡a¨ t GBPAviGg 
199t di G cvU©bviwkc 
‡mvmvBwU, Bqvejy‡W-

vDBK Kv‡jKkb, jÛb, hy³ivR¨ (2017); /\/\/\/\/\/\, 
jvBd, ‡mB›U-bvhvB‡i, dªvÝI (2017); Ges nviæb wgR©v/

Patrizio Di Massimo, Monologo per due, 2013, performance (video, sound, 

curtain, actor), dimensions variable, Edition 1/1 + I AP | Courtesy of the 

artist and T293, Rome

Haroon Mirza/hrm199: For A Partnership Society © hrm199 and 

Zabludowicz Collection, 2017, installation view (The System). 

Photographer: Tim Bowditch 
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Critical Practice and Theory from Goldsmiths 

College in 2006, and an MA in Fine Art from 

Chelsea College of Art and Design in 2007. 

Recent solo exhibitions include: hrm199: For 

A Partnership Society, Zabludowicz Collec-

tion, London, UK (2017); /\/\/\/\/\/\, LiFE, 

Saint-Nazaire, France (2017); and Haroon Mirza/

hrm199 Ltd., Museum Tinguely, Basel, Switzer-

land (2015). His work has been included in the 

7th Shenzhen Sculpture Biennale, China (2012); 

and the 54th Venice Biennale, Italy (2011), where 

he was awarded the Silver Lion.

TOBIAS PUTRIH
(B. 1972 in Kranj, Slovenia, lives and works,  New York, US and 

Ljubljana, Slovenia)

Interested in science and alchemy, Tobias Putrih 

researches the way the collective imaginary 

exhibits itself, and was designed within, cinema 

architectures, and through models proposed by 

iconic utopian architects throughout the 20th 

century. Putrih’s sculptural installations consist 

of simple materials 

such as cardboard, 

paper, scotch tape 

and scaffolding, 

employing fractured 

forms, as well as 

changes in floor 

levels and lighting, 

to create a narrative 

pathway. Selected 

solo exhibitions 

include: SLIGHT 

AGITATION 1/4, Fon-

dazione Prada, Milan 

(2016); Tobias Putrih 

– Solar Limb, Muse-

um Haus Konstruktiv, Zürich (2014); and Book 

Tower Studio, S.M.A.K, Ghent, (2012). Selected 

group exhibitions include: Art & Me. Collection 

GBPAviGg 199 wjwg‡UW, wgDwRqvg wUswj, ‡eB‡Rj, 
myBRvij¨vÛ (2015)| Zvi KvR ¯’vb K‡i wb‡q‡Q 7g 
‡kb‡Sb ¯‹víPvi we‡qbv‡j, Pxb (2012); Ges 54Zg 
‡fwbm we‡qbv‡j, BZvwj (2011), †hLv‡b wkíx wmjfvi 
jvqb m¤§vbbv AR©b K‡ib|

‡Uvweqvm cvUwin
(Rb¥ 1972 Kª¨vb¨, ‡¯øv‡fwbqv; wbD BqK©, hy³ivó« Ges jyweqvbv, 
‡¯øv‡fwbqvi Awaevmx Ges DfqB Zvi Kg©¯’jI e‡U)

weÁvb I Avj‡Kwg‡Z (ga¨hyMxq imvqb kv¯¿) AvMªnx, 
‡Uvweqvm cvUwin, M‡elYv K‡ib mvgwóK Kíbv cªKv‡ki 
fw½ Ges wesk kZvãxi Pjw”P‡Îi KvVv‡gv I AvBKwbK 
BD‡Uvwcqvb ¯’cwZ‡`i  cª¯ÍvweZ bKkvq wKfv‡e ‡mB 
Kíbv wbwg©Z n‡qwQj Zv wb‡q| cvUwin’i ¯’vcZ¨K‡g©i 
e³e¨ m„wRZ nq KvW©‡evW©, KvMR ¯‹P‡U‡ci gZ AwZ 
mvaviY Dcv`vb, wew¶ß AvK„wZ, ‰ewPÎ¨gq D”PZvi ‡g‡S 
I Av‡jvKm¾vi e¨env‡i| wbe©vwPZ GKK cª`k©bxi g‡a¨ 
i‡q‡Q t ¯øvBU A¨vwR‡Ukb 1/4, d›`vwhIb cªvWv, wgjvb 
(2016); ‡Uvweqvm cvUwin - ‡mvjvi wj¤^, wgDwRqvg 
nvDm Kb÷ªvKwUf, RywiL (2014); Ges eyK UvIqvi 
÷ywWI, Gm Gg G ‡K, ‡M›U , (2012)| wbe©vwPZ `jMZ 

cª`k©bxt AvU© A¨vÛ wg 
Kv‡jKkb gyWvg, gyWvg- 
wgDwR wW’AvU© gWv‡Y© 
Mª¨vÛ-WyK R¨u, jy‡·gevM©, 
(2014); 
I‡qBR Ae IqvwK©s t 
w` BwÝ‡W›Uvj Ae‡R±, 
d›`vwhIb ‡gh©, Zywib 
(2013)| cvUwin’i 
wkíKg© ¯’vb ‡c‡q‡Q 
‡gvgv- wgDwRqvg Ae 
gWvY© AvU©, wbD BqK©; 
wgDwRqvg eBgvÝ fb 
weDwbb&‡Rb, iUiW¨vg; 
‡m›Uvi R‡R©m cw¤ú‡`Š, 

c¨vwim mn AviI A‡bK  msMªnkvjvq|
 

Imgvb BDmydRv`v (OSMAN)
(Rb¥ 1974 mv‡j evwg©snv‡g, wbevm I Kg©¯’j jÛb, hy³ivR¨)

Tobias Putrih, Venetian, Atmospheric, 2007 | Scaffolding, OSB boards, 

plywood, PVC curtains, LED lights, approx. 13 x 8 x 6m | Installation view 

at San Servolo Island, Slovenian Pavilion, Venice Biennale

Photographer: Michele Lamanna. Courtesy of the artist.
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Mudam, Mudam – Musée d’art Moderne Grand-

Duc Jean, Luxembourg (2014); Ways of Working: 

the Incidental Object, Fondazione Merz, Turin 

(2013). Putrih’s work is included in the collec-

tions of MoMA - Museum of Modern Art, New 

York; Museum Boijmans Van Beuningen, Rot-

terdam; and Centre Georges Pompidou, Paris; 

among others.

OSMAN YOUSEFZADA (OSMAN)
(B. 1974 in Birmingham, lives and works, London, United 

Kingdom)  

Osman Yousefzada is a British born design-

er, whose womenswear label OSMAN made 

its debut in 2008 at London Fashion Week. 

Yousefzada grew up in his mother’s dress-

making business. His style combines haute 

couture techniques and fabrics with a modern 

perception of what women need today. He also 

combines his practice with a strong social com-

mentary. Osman Yousefzada studied at Central 

St Martins. In 2008, OSMAN was awarded the 

prestigious BFC NEWGEN award sponsored by 

TOPSHOP for three consecutive seasons. The 

label was also shortlisted for the BFC/Vogue 

Designer Fashion Fund in 2011, 2013, 2015 and 

for a Frieze Art Award (2014). 

The maison produces an annual collaborative 

journal, The Collective – a cross-disciplinary 

publication in which Osman draws on his 

own circle of fellow artists, writers and other 

creatives. 

Imgvb BDmydRv`v GKRb weªwUk es‡kv™¢~Z ‡cvkvK 
wWRvBbvi Ges cªwgjv-cwi‡aq eª¨vÛ OSMAN Gi 
¯^Z¡vwaKvix| Zvi ˆZix GB ‡j‡ejwU’i cª_g Avwef©ve N‡U 
jÛb d¨vkb DBK-2008 Gi g‡Â| BDmydRv`v ‡e‡o 
I‡Vb Zvi gv‡qi d¨vkbm¤§Z ‡cvkvK-cwi”Q‡`i bKkv 
‰Zix Ges cª¯‘ZKiY e¨emv ‡`‡L ‡`‡L| Zvi m„ó ‡cvkvK 
m¤¢vi Zv‡`i Abb¨ ¯’vcZ¨Zyj¨ bv›`wbKZv Ges bvix‡`‡ni 
‡mŠôe‡K we‡klvwqZ K‡i Ggb kw³gqx fv¯‹h©-m`„k 
wWRvB‡bi Rb¨ cªwm×| wZwb ‡m›Uªvj ‡mB›U gvwU©Ý ‡_‡K 
cov‡kvbv K‡ib| OSMAN ‡j‡ejwU 2008 mv‡j Uckc 
cª‡hvwRZ weGdwm wbD‡Rb m¤§vbbv AR©b K‡i ci ci 
wZb ‡gŠmy‡gi Rb¨| 2011, 2013 I 2015 mv‡ji 
weGdwm/‡fvM wWRvBbvi d¨vkb dvÛ cyi¯‹v‡ii Rb¨ 
Ges 2014 mv‡j wd«h AvU© A¨vIqvW©-Gi Rb¨ ‡j‡ejwU 
kU©wj‡÷W nq| OSMAN ‡j‡ejwU cªwZeQi ‡hŠ_ D‡`¨v‡M 
GKwU Rvb©vj cªKvk K‡i hvi bvg w` Kv‡jKwUf, µm-
wWwmwcøbvwi GB cªKvkbvwU‡Z Zvi wb‡Ri Nwbô wkíx, 
‡jLK I mnKg©x m„Rbkxj e¨w³‡`i KvR ¯’vb cvq|

OSMAN SS18 (backstage), September 

2017. Photographer: Davide Cossu
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2 FEB | 6–8PM 

3 FEB |  7–8PM 

4 FEB | 3-8PM 
.

5 FEB | 10AM–2PM 
 

6 FEB | 12–2PM

AUDITORIUM

AUDITORIUM

AUDITORIUM

Programme 
In the Auditorium of the Bangladesh Shilpakala Academy

Transforming the inside of the auditorium into the inner echo chamber of an active volcano, per-

formative intervensions will evoke themes of isolation and distance; memory and mysticism; cosmic 

energy and the violence of nature; improvisation and theatre.  

AUDITORIUM

AUDITORIUM
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In early 2017, the inaugural Samdani Architec-

ture Award invited, through open call, individ-

uals or groups of 3rd and 4th year Bangladeshi 

Architecture students to propose new models 

for learning in abandoned urban spaces across 

Bangladesh, using ecologically sustainable, and 

locally sourced materials and technology. Par-

ticipants were required to design an imaginative 

and innovative open pavilion, both visually stim-

ulating and architecturally flexible for different 

functions, including lectures, events and work-

shops. The winning proposal was selected by an 

international jury: Aurélien Lemonier (National 

Museum of the History of Immigration, Paris, 

France); Jeannette Plaut (Constructo, Santiago 

de Chile); and Shamshul Wares (Department of 

Architecture, State University of Bangladesh). 

From 135 registrations, Maksudul Karim’s design, 

Chhaya Tori, which translates as shadow boat, 

was selected.  Karim’s design will be unveiled 

at the heart of the Bangladesh Shilpakala 

Academy as the Dhaka Art Summit 2018’s 

Education Pavilion. Maksudul Karim’s design 

utilises traditional Shampan boat building 

techniques—synonymous with Bangladesh’s 

fishing communities—bringing traditional rural 

Bangladeshi construction techniques into 

the urban environment. Using bamboo as its 

primary construction material, Chhaya Tori will 

float above ground level on bamboo supports, 

covered with a shade (known locally as choi) 

erected using traditional bamboo inter-weaving 

techniques, allowing natural light to fall into 

the internal teaching space. Bangladesh has 

one of the largest inland waterway networks in 

the world with nearly 5,000 miles of navigable 

waters, making boats a vital mode of transpor-

tation to the nation. Despite this, the use of 

traditional boat building methods is in decline 
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in favour of mechanised mass-produced models.

“Maksudul Karim takes up themes from the origins of the tectonics as the interlacing of 
materials and fibres proposing an habitable structure. Exploring with local materials and 
techniques he offers experiences based in the generation and superposition of shadows 

with different sieves that present an organic changing atmosphere.”
 - Jeannette Plaut, Co-Founder and Director Constructo

Karim will be awarded the inaugural Samdani Architecture Award during the Dhaka Art Summit 

2018, and receive funding towards further studies. Karim’s winning design will be unveiled at the 

heart of the Bangladesh Shilpakala Academy as the Dhaka Art Summit 2018’s Education Pavilion.

Previous page and above: Rendering of Chhaya Tori (Shadow Boat) (2017) by Maksudul Karim for the Dhaka Art Summit 2018

Education Pavilion. Image courtesy: Maksudul Karim and the Samdani Art Foundation.
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SAMDANI  
ARCHITECTURE 
AWARD JURY
AURÉLIEN LEMONIER 
Aurélien Lemonier is an architect and served 

for ten years as curator in the department of 

Architecture of the Cen-

tre Pompidou in Paris. 

He is the newly appoint-

ed Director of the Musée 

national de l’histoire de 

l’immigration in Paris. 

In the ten years that he 

was been affiliated with 

the Centre Pompidou, he has curated extensive 

exhibitions on Robert-Mallet-Stevens, Dutch 

Avante-Garde Architecture, the History of the 

Modern Museum in France, Jean Prouvé, Ber-

nard Tschumi, and most recently a Frank Gehry 

retrospective. Lemonier has been researching 

post-Independence South Asian architecture 

for the past three years and expanded the 

collection of architectural drawings at the Cen-

tre Pompidou to include the Middle-East and 

South Asian holdings. He curated the critically 

acclaimed Bangladeshi architecture show at the 

2016 Dhaka Art Summit.

JEANETTE PLAUT 
Jeannette Plaut is an architect from Universi-

dad de Chile as well as an architectural critic 

and academician. She is 

co-founder and director 

of CONSTRUCTO 

and is the director of 

YAP_CONSTRUCTO—the 

Young Architects Pro-

gramme in partnership with MoMA (New York), 

MAXXI (Rome), Istanbul Modern (Istanbul), and 

MMCA (Seoul). She was selected by MoMA to 

be part of the MoMA International Curatorial 

Institute in Modern and Contemporary Art 

(2016). Plaut has worked as the correspondent 

for Latin America for several media outlets, 

magazines and books—both Chilean and inter-

national. She has taught architectural studies at 

Universidad Católica de Chile and Universidad 

Andrés Bello and has served as editor-in-chief 

of Trace magazine since 2010. Plaut curated the 

exhibition of Architectural and Urban Planning 

Case Studies exhibited in the Chilean Pavilion 

at the 2010 Shanghai Expo in China. She 

was Director of the XV Chilean Architecture 

Biennial (2006), Director of the International 

Conference of Architects at the XIV Chilean 

Architecture Biennial (2004) and Coordinator 

of the International Conference of Architects at 

the XIV Chilean Architecture Biennial (2002). 

She was the architectural editor of Ambientes 

Magazine (2000-2009). She has been invited 

as a keynote speaker at numerous events, 

including: The Sustainable City IV in Estonia, 

Universidad Católica de Chile, Universidad Di-

ego Portales, Universidad Federico Santa María, 

Parque Cultural de Valparaíso among others. 

She has consulted for UN-CEPAL Division of 

Sustainable Development and Human Settle-

ments Division (2004-2010) and currently has 

served on the juries for the Swiss Rolex Mentor 

& Protégés Arts Initiative, the Ibero-American 

Biennial 2014 (BIAU), organised by the Spanish 

government. She was the curator of the exhibi-

tion EXTRA-ORDINARY: New Practices in Chil-

ean Architecture at the Center for Architecture 

in New York (2016).
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SHAMSUL WARES 
Shamsul Wares worked under Louis I. Kahn, 

and his associate, Muzharul Islam during the 

construction of the Parliament of Dhaka. He is 

the Dean of the School 

of Environment and 

Design at the University 

of Asia Pacific, and an 

Architectural consultant 

at Shisrikkhu Sthapati in 

Dhaka. He was a profes-

sor in the Architecture 

Department of the Bangladesh University of 

Engineering Technology (BUET) and attended 

as juror and speaker in many seminars, art and 

architecture exhibitions, competitions, architec-

ture biennials and triennials in Bangladesh and 

abroad.

Wares has designed many residential, insti-

tutional and public buildings. He has served 

as president of The Institute of Architects, 

Bangladesh (IAB) for two terms and has led the 

Bangladesh delegation at five ARCASIA meet-

ings. He was awarded the Life Time Achieve-

ment Award for Architectural Education by the 

institute in 2009. He also serves as a technical 

advisor to a number of Bangladesh Government 

Organisations. Wares has been a member of 

international design competition juries including 

Architect of the Year Award (AYA) in New Delhi 

(1997 and 1999), ARCASIA Award for Architec-

ture, CAA 7th International Student Design 

Competition (2006).
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MEDIATION TOOL

FEEDBACK

USE THIS PAGE TO TELL US WHAT YOU HAVE LEARNT WHILE VISITING 
DAS: TEAR IT OUT, AND LEAVE IT ON THE THIRD FLOOR FEEDBACK 

BOARD.  

GB KvMRwU e¨envi K‡i Avgv‡`i Rvwb‡q w`b  cÖ`k©bxi ‡Kvb AskwU Avcbv‡K 
bvov w`‡q‡Q| 4Zjvi wdWe¨vK ‡ev‡W© wb‡Pi AskwU wQu‡o Avcbvi Abyf~wZi K_v 
wj‡L ‡i‡L ‡h‡Z cv‡ib|
I LEARNT …...........................................…

KvRwU/cÖ`k©bxwU ‡`‡L Avgvi g‡b n‡q‡Q................................................…………………
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12.30 - 2.30PM  
 
PARTICIPATION IS LIMIT-
ED TO A MAXIMUM OF 30 
PARTICIPANTS THROUGH 
PRE-REGISTRATION

Materials: To be provided
The workshop is in three 

parts and will continue 

February 5th and 6th with 

the same participants 

SHOEBOX MUSEUM WORKSHOP WITH DAYANITA SINGH 
The traditional idea of a museum is a house for valuable objects. But who decides 
what is valuable, how it is stored, and how it is displayed? Can we build a museum 
in a shoebox of things we consider valuable? Can these shoebox museums together 
form a “mega shoebox museum?” A shoebox museum would be mobile and ever 
changing. Imagine a museum where anyone can bring their shoebox museum and 
have a conversation, on the street even. Could it even be a museum of conversa-
tions? Participants are invited to join workshop leader Dayanita Singh in her explora-
tion of a more democratic form of museum while constructing their own museums 
from shoeboxes. 

Dayanita Singh’s art uses photography to reflect and expand on the ways in which we relate 
to photographic images. Her recent work, drawn from her extensive photographic oeuvre, is a 
series of mobile museums that allow her images to be endlessly edited, sequenced, archived and 
displayed. Stemming from Singh’s interest in the archive, the museums present her photographs 
as interconnected bodies of work that are replete with both poetic and narrative possibilities. 
Selected exhibitions include Suitcase Museum, Bhau Daji Lad Museum, Mumbai (2017); Museum 
of Chance Book Object, a solo project at the Dhaka Art Summit (2016); the 20th Sydney Biennale 
(2016); Go Away Clooser, Für Moderne Kunst, Frankfurt (2014). Singh has also authored several 
books including Zakir Hussain (1986), Myself, Mona Ahmed (2001), Go Away Clooser (2007), Sent 
A Letter (2008). 

SCHEDULE 
The inaugural Education Pavilion at Dhaka Art Summit, curated by Diana Campbell Betancourt, 

places learning at the centre of our programme to nurture and challenge the next generation of art-

ists and architects in Bangladesh. These workshops are free and open to Bangladeshi participants 

who pre-registered in January, 2018

11AM – 12PM 
 
FIRST COME FIRST  
SERVE ATTENDANCE

2 FEBRUARY 2018

NOTES ON A FILM ON SANTINIKETAN, ILLUSTRATED LECTURE  
BY THE OTOLITH GROUP 
Trees are the earth’s endless effort to speak to the listening cosmos. 

Rabindranath Tagore, Fireflies, 1928.

Since 2012, The Otolith Group have been developing a work that engages with what 
Gayatri Spivak calls the aesthetic education of Visva Bharati University, Shantinik-
etan. The lecture performance by The Otolith Group will present scenes from the 
aesthetic sociality engendered in and by Kala Bhavana at Visva Bharati, inaugurating 
the pavilion as a space that challenges hierarchies and formats of learning. 
 
The Otolith Group (Anjalika Sagar and Kodwo Eshun) is a London-based collective initiated in 
2002, who work with film, video, lecture performance, and publications. Their research-based 
projects combine narrative, archival material, and documentary footage, with an interest in futu-
rity, speculative and science fiction, and geology. Eshun studied English Literature at University 
College, Oxford (1985–8). Sagar studied Anthropology and Hindi at the School of Oriental and 
African Studies, University of London (1994–7). They have had solo presentations at In the Year of 
the Quiet Sun, Bergen Kunsthall (2014); Thoughtform, MAXXI, Rome/MACBA, Barcelona (2011–12); 
A Lure a Part Allure Apart, Bétonsalon, Paris (2011). The Otolith Group has exhibited in the Sharjah 
Biennale (2017); Endless Shout, Institute of Contemporary Art, Philadelphia (2017); Documenta 13 
(2012); New British Art, Tate Triennial, London (2006). The Otolith Group were nominated for the 
Turner Prize in 2010. 
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3 - 5PM  
 
PARTICIPATION IS LIMIT-
ED TO A MAXIMUM OF 30 
PARTICIPANTS THROUGH 
PRE-REGISTRATION

Materials: Internet and 
printer access for read-
ing lists to be assigned 
before the workshop 

The workshop will continue 

on February 3rd between 

1:00pm and 2:00pm and the 

participants are expected 

to prepare for the second 

workshop in the time between 

workshop sessions.

MUSEUM OF ASSIGNMENTS WITH  
SEBASTIAN CICHOCKI AND MONICA NARULA PART I  
It is possible that museums of the future will resemble a greenhouse– an art 
environment which will provide a protected space for the growth of new (post)
artistic practices. The workshop is an attempt at finding new models that respond 
to the challenges of our times, which demand an alteration of institutional routines. 
Can a museum collect ideas, not things? Can a museum be deprived of its physical 
features? Can a museum be a set of assignments? Join workshop leaders Sebastian 
Cichocki and Monica Narula for a conceptual workshop (with assignments) to 
rethink what a museum can be from the heart of the Dhaka Art Summit. 

Sebastian Cichocki is a curator, writer, and art critic. He is chief curator of the Museum of Modern 
Art in Warsaw and curator of the Bródno Sculpture Park in Warsaw. Between 2005 to 2008, he 
was Programme Director of the Contemporary Art Centre in Bytom, Poland. Cichocki’s main focus 
is the postartistic, Arte Útil, land use-related practices, and the literature as a form of exhibi-
tion-making. He has curated a number of solo and group exhibitions including Monika Sosnowska’s 
presentation at the Polish Pavilion at the 52nd, and Yael Bartana at the 54th Venice Biennale 
(co-curated with Galit Eilat).

Monica Narula is one of the three members of Raqs Media Collective (along with Jeebesh Bagchi 
and Shuddhabrata Sengupta). Raqs have been variously described as artists, curators, editors and 
catalysts of cultural processes. Their work, which has been exhibited widely in major international 
spaces and events, locates them along the intersections of contemporary art, historical enquiry, 
philosophical speculation, research and theory - often taking the form of installations, exhibitions, 
performances, and encounters. Presently, their solo exhibition “Twilight Language” is running at 
the Whitworth Gallery, Manchester (until February 2018), and they recently curated the Shanghai 
Biennale (2016).

Screenshot of introductory email to all Museum of Assignments 

workshop participants sent by Monica Narula and Sebastian 

Cichocki
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DANCES FOR EVERYONE MERCE CUNNINGHAM’S FIELD DANCES
Field Dances was choreographed by Merce Cunningham in 1963.  The structure 
and performance of the dance are indeterminate:  it can be done by any number of 
dancers, last any length of time, and be performed in any space.  The material for 
the dance includes a series of simple movement phrases incorporating everyday 
movement like walking, running, skipping, falling, sitting, and leaning.  The instruc-
tions for the phrases are both precise and open-ended, offering dancers opportuni-
ties to make choices while performing.  Cunningham’s subtitle for the dance, Dances 
for Everyone, refers to his intention that the choreography can be done by people 
with varying levels of dance training and experience. 

The session will begin by teaching several of the movement phrases and explaining 
the instructions governing how these phrases may be performed in the space.  Par-
ticipants will be given the opportunity to explore and experiment with the material, 
and devise ways of interacting with fellow participants.  The workshop will culminate 
in a group performance of Field Dances.

Silas Riener is a dancer and choreographer, who works collaborated with Raushan Mitchell to 
create dance in response to complex and active spatial environments, often merging elements of 
fantasy, absurdity, and quiet contemplation into challenging multifaceted performance. Riener was 
a member of the Merce Cunningham Dance Company 2007 - 2011, which was where he and Mitch-
ell met.  Over his career to date, he has collaborated with numerous dancers and artists, including 
Chantal Yzermans, Takehiro Ueyama, Christopher Williams and poet Anne Carson. He graduated 
from Princeton University with a degree in Comparative Literature in 2006, and completed his 
MFA in Dance at NYU’s Tisch School of the Arts in 2008. Recent exhibitions of these collaborative 
practices include Tesseract, Museum of Contemporary Art, Chicago (2017); the Walker Art Centre, 
Minnesota, USA (2017); Greater New York, Moma PS1, NY (2016). In 2012, he received a New York 
Dance and Performance Award for his solo performance in Cunningham’s Split Sides.  

EXIT ART - POST-ART POST-BIENNALE WORKSHOP  
WITH RASHID RANA  
This workshop led by artist, curator and educator Rashid Rana is based on the mani-
festo for a universal, virtual, and open to all forum to contribute ideas around a core 
concept that he will be presenting at DAS for the first time. The workshop revolves 
around the fundamental questions: Is Art a condition of History and thus is it going 
to pass? and What follows Art? Is it possible to imagine it and more importantly 
implement it within the prevailing present day political and economic context? In an 
age where everything and anything can potentially be considered art without any 
restrictions of medium, location or format, can creative/artistic expression be man-
ifested through a real-life action, transaction or a situation as an intended method/
medium to convey ideas which an artist is (commonly) able to convey through the 
conventional mediums of painting, sculpture, photography, installation art, video art, 
public art or relational aesthetics?

Individuals with backgrounds in disciplines other than art are highly encouraged to 
participate. Rashid Rana will engage with participants remotely in the weeks before 
DAS to help them imagine and/or initiate their projects (in/around real-life actions, 
transactions or situations). Students will then get the opportunity to share, execute 
and finalise their projects after an in person review, critique and group session with 
Rashid Rana at DAS.

4.45 -6.15PM  
A PUBLIC DANCE 
WORKSHOP LED BY SILAS 
RIENER HELD AT THE 
OUTDOOR ENTRANCE TO 
THE BANGLADESH SHIL-
PAKALA ACADEMY

5.30 – 8PM 

PARTICIPATION IS LIMIT-
ED TO A MAXIMUM OF 30 
PARTICIPANTS THROUGH 
PRE-REGISTRATION
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Rashid Rana b.1968, works and lives in Lahore, Pakistan. Over the past two decades, Rana’s 
practice has encompassed many divergent ideas and ways of production. Solo exhibitions include 
a major mid-career retrospective, entitled Labyrinth of Reflections at Mohatta Palace Museum, 
Karachi (2013), as well as solo surveys at Cornerhouse, Manchester (2011) and MuséeGuimet, Paris 
(2010). His participation in major group exhibitions includes My East is Your West; a collateral 
event of the 56th Venice Biennale (2015); Kiev Biennial (2012); Fotomuseum Winterthur, Whitecha-
pel Gallery and Saatchi Gallery, London (2010); the Asia Society, New York (2009), the fifth Asia 
Pacific Triennale, Queensland Gallery of Art, Brisbane (2006) and the 1st Singapore Biennial 
(2006).

Primarily known for his artistic practice, Rana occupies multiple simultaneous profiles; he con-
verges and mediates between artist, curator, academic and visionary with a common thread of an 
unfixed and non-prescriptive view of geography and identity. Rana is the founding faculty member 
and current Dean of the School of Visual Arts and Design at the Beaconhouse National University 
in Lahore.

Rashid Rana has invited his partner Aroosa Raz Rana to assist him with his workshop at DAS. 
Rana was born in Lahore, Pakistan in 1980 where she lives and works. She trained was a painter at 
the National College of Arts in Lahore and at the Massachusetts College of Fine Arts in Boston, 
USA. She is an adjunt faculty at the Fine Art department at Beaconhouse National University in 
Lahore, Pakistan. Solo exhibitions include ‘Suspended Disbilef’ at Rohtas 2, Lahore, Pakistan (2013); 
and ‘SubevrtingDesrire at Rohtas 2, Lahore, Pakistan (2007). She also participated in the Colombo 
Biennale 2016.

6 -7.30PM  
SEMINAR ROOM 
PARTICIPATION LIMITED 
TO THE 11 SHORTLISTED 
ARTISTS FROM SAMDANI 
ART AWARD 2018  

PORTFOLIO REVIEW AND GROUP CRITIQUE WITH SUBODH 
GUPTA FOR SHORTLISTED SAMDANI ART AWARD ARTITS 
Contributing to the mentoring element of Samdani Art Award 2018, leading Indian 
artist Subodh Gupta, who is also a member of the Samdani Art Award jury, will lead 
a portfolio and group critique to kick off the professional development facet of the 
award. 

Subodh Gupta is an Indian contemporary artist based in New Delhi. Trained as a painter, he went 

on to experiment with a variety of media.  His work encompasses  sculpture, installation, painting, 

photography, performance and video. Recent exhibitions include Guests, Strangers and Interlopers, 

SCAD Museum of Art, Savannah (2016); When Soak Becomes Spill, Victoria & Albert Museum, Lon-

don (2015) and Everything is Inside, National Gallery of Modern Art, New Delhi and MMK Museum 

fur Modern Kunst Frankfurt am Main (2014).   

REFRAMING ARCHITECTURAL SPACE THROUGH PHOTOGRAPHY
RANDHIR SINGH AND SEHER SHAH 
How can photography be used to reframe and rethink architectural space 

to create new narratives? Using their DAS project Studies in Form as a 

launching point, artist Seher Shah and archictectural photographer Rand-

hir Singh will lead a workshop to explore different ways of interpreting 

architectural space through the photgraphic image. 

Seher Shah and Randhir Singh share an interest in the investigation of formal and conceptual 

qualities of architecture. Singh is an architectural photographer, and Shah works with drawing, 

printmaking and sculpture. They have previously collaborated in exhibitions: The Lightness of 

Mass, Green Art Gallery, Dubai (2016); and Of Absence and Weight, Nature Morte, New Delhi 

(2016). Shah received her Bachelor of Fine Arts and Bachelor of Architecture from the Rhode 

Island School of Design in 1998. She has exhibited her work in Memories from the Future, Centre 

10AM – 12.30PM 
 
PARTICIPATION IS LIMIT-
ED TO A MAXIMUM OF 30 
PARTICIPANTS THROUGH 
PRE-REGISTRATION

Materials: Please bring 
your own camera 
The workshop will continue 

February 4th from 10-1pm on 

the tour of Muzharul Islam’s 

Dhaka where participants 

will apply learnings from 

the workshop to photograph 

buildings that inspired Shah 

and Singh. 

3 FEBRUARY 2018
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12.30 – 2.00PM 
 
OUTDOOR ENTRANCE TO  
BANGLADESH SHILPKALA 
ACADEMY

1 – 2PM 
AUDITORIUM
 
*PARTICIPATION LIMITED 
TO THOSE PRE-REGIS-
TERED FOR SESSION I 

2 – 5PM 
 
PARTICIPATION IS LIMIT-
ED TO A MAXIMUM OF 30 
PARTICIPANTS THROUGH 
PRE-REGISTRATION

Materials: To be provided

DANCES FOR EVERYONE:  MERCE CUNNINGHAM’S FIELD DANCES 

A public dance workshop led by Silas Riener

MUSEUM OF ASSIGNMENTS WITH SEBASTIAN CICHOCKI AND 
MONICA NARULA PART 2
Participants will debrief following the day 1 session and prepare to attend 

the museum panel discussion in the auditorium with questions.

“TELEVISION FOR DEAD PEOPLE. ARCHITECTURE FOR 
CHICKENS. ART FOR ALIENS” WITH SUPERFLEX  

Is it possible to make things for other beings at all? If so, what would such 

a process look like? The workshop will suggest strategies involving ele-

ments of hypnosis, reversed architecture and simple conversations. We 

will work with all too familiar forms and shapes and give it a try.

Danish artists’ collective SUPERFLEX is best known for its playfully subversive installations and 
films. Founded in 1993 by Danish artists Bjørnstjerne Christiansen, Jakob Fenger and Rasmus 
Nielsen, SUPERFLEX has gained international recognition for collaborative projects and solo 
exhibitions around the world. With a diverse and complex practice, SUPERFLEX challenges the 
role of the artist in contemporary society and explores the nature of globalisation and systems of 
power. They are known for art works with wit and subversive humour that address serious social 
and cultural concerns. Selected recent exhibitions include One, Two, Three Swing!, Tate (2017); the 
Sharjah Biennale (2017); Centre for Contemporary Art Ujazdowski Castle Warsaw (2017). Superflex’ 
works are represented in public art institutions such as MoMA (New York), Queensland Art Gallery 
(Brisbane), Louisiana Museum of Modern Art (Denmark), Coleccion Jumex (Mexico City), Stedelijk 
Van Abbemuseum (Eindhoven), The Museum of Contemporary Art (Oslo), Musac - Museo de Arte 
Contemporáneo de Castilla y León (Spain), Kunsthaus Zürich (Switzerland).

5 – 8PM 
 
PARTICIPATION IS LIMIT-
ED TO A MAXIMUM OF 25 
PARTICIPANTS THROUGH 
PRE-REGISTRATION

Materials: To be provided

Pompidou, Paris (2017); Scenes for a New Heritage, The Museum of Modern Art, New York (2015); 

Geometries of Difference: New Approaches to Ornament and Abstraction, The Samuel Dorsky 

Museum of Art at the State University of New York, New Paltz (2015). Singh studied architecture at 

Rensselaer Polytechnic Institute in upstate New York, graduating with a Bachelor of Architecture 

and a Bachelor of Science in 1999.  Remaining in New York, he worked with many award winning 

design firms. His many years of design experience playing an invaluable role in his understanding 

of buildings and space. 

ENVIRONMENTAL INVESTIGATION WITH NABIL AHMED, HUREARA 
JABEEN AND  SHAHIDUL ALAM
This workshop explores spatial and media practice as tools for visualising 

and bringing to the foreground specific environment related conflicts, 

inequalities and disputes. Participants will make tactical use of concepts 

such as scale, territory, forensics, before and after, landscape and diagram-

meme. The workshop will ground practice and theory with the methodology 
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afforded by environmental history at the intersection of nature, capital 

and social relations. Participants will collectively work on contemporary 

situations and cases that are specific to and resonate with the ecology 

and climate of Bangladesh and the wider Bengal delta, to explore the pro-

cess of gathering, examining and presenting environmental investigations. 

This session is organised by TBA21–Academy and INTERPRT.

Nabil Ahmed is an artist, writer and researcher. His trans-disciplinary research explores contempo-
rary status of nature in spatial relation to law, conflict and development.  He has previously taught 
in the department of Visual Cultures at Goldsmiths, University of London. He has been a guest 
critic at Architecture Association, University of Westminster Faculty of Architecture and Royal 
College of Art, London, and now teaches at the CASS London Metropolitan University, where he 
is mainly concerned with how architecture and architectural education can critically reflect on 
design practices and evidence complex processes of urban and environmental change. He holds 
a PhD from the Centre for Research Architecture at Goldsmiths, University of London and has 
been part of the two-year Anthropocene Project at the Haus der Kulturen der Welt (2013-14). He is 
co-founder of Call and response, a sound art organisation based in London. His recent exhibitions 
include the Oslo Architecture Triennial (2016); the Cuenca Biennale (2014) and the Taipei Biennale 
(2012). 

Stefanie Hessler is curator of TBA21–Academy and co-founder of Andquestionmark in Stockholm, 
Sweden (with Carsten Höller). She recently curated the exhibitions Tidalectics at TBA21–Augar-
ten, Vienna, Austria (2017); Sugar and Speed at the Museum of Modern Art, Recife, Brazil (2017); 
Winter Event – antifreeze at the Museum of Contemporary Art, Santiago, Chile, and Flora, Bogotá, 
Colombia (2015/16); the 8th Momentum Biennial, Moss, Norway (2015); and Outside at Index 
and Moderna Museet, Stockholm (2014). Currently, Hessler is editing the publication Tidalectics. 
Imagining an Oceanic Worldview through Art and Science, which will be published by MIT Press 
in spring 2018.
 
Markus Reymann is director and co-founder of TBA21–Academy. Between July 2011 and today, 
Reymann has initiated and conducted numerous boat expeditions. Inspired by unusual encounters 
with both human and natural elements, the Academy commissions ambitious projects informed by 
the itinerary of the research vessel Dardanella. In December 2015 at COP21, Reymann announced 
TBA21–Academy’s latest programme The Current —the foundation’s exploratory soul that was 
conceived to raise awareness for today’s most urgent ecological, social, and economic issues. 
Through its expeditions on sea and land, the Academy seeks to redefine the culture of exploration 
and discovery in the 21st century. 

Shahidul Alam is a photographer, photojournalist and social activist, who set up the Pathshala 
South Asia Media Institute, of which he is currently the Principal. Alam is also the Director of the 
Chhobimela and the founder of Drik Picture Library, Dhaka.  
 
Huraera Jabeen is a development professional engaged in research, practice and teaching on 
critical issues of urban resilience, more specifically researching the intersection of gender and 
climate change in cities of the global South. Dr. Jabeen is Assistant Professor in BRAC University  
after working as a post-doctoral Research Fellow in the Population Council, New York, USA follow-
ing her PhD studies in International Development and Policy Management from the University of 
Manchester, UK. She has taught in architecture programmes for more than ten years in Bangladesh 
and lectures at the University College London, the University of Manchester in UK as well as the 
New School and Columbia University in the USA. 
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10AM–12PM 
 
PARTICIPATION IS LIMIT-
ED TO A MAXIMUM OF 30 
PARTICIPANTS THROUGH 
PRE-REGISTRATION

Materials: Cell Phone 
with camera and prese-
lected Youtube and Cell 
Phone video clips to 
work with

4 FEBRUARY 2018

A BRIEF INTRO TO BIOPOLITICS AND SELFIES  
WITH PAUL PFEIFFER 
Cell phone cameras and social media have become an indispensable part of 
everyday life across the globe. Not just a convenience, they are increasingly central 
to communication, work, play, travel, trade, and all other aspect of social existence. 
In many places Facebook and other social networks have become the new public 
square – a place to see others, share experiences, stage events, and imagine 
community. But social networks can just as easily be used to sow misinformation, 
stir bigotry, and incite violence against others. This workshop will use the Dhaka Art 
Summit’s multimedia platform to explore the uses of cell phone video cameras to 
send messages across the globe, in a spirit of creative play, in alliance with social 
justice movements at home and abroad, and for the pleasure of invention, surprise, 
and poetry. 

Paul Pfeiffer works in video, sculpture, and photography, using recent computer technologies to 

dissect the role that mass media plays in shaping consciousness. Several of Pfeiffer’s sculp-

tures include eerie, computer-generated recreations of props from Hollywood thrillers—such as 

Poltergeist—and miniature dioramas of sets from films that include The Exorcist and The Amityville 

Horror He attended Hunter College and the Whitney Independent Study Programme. He has been 

the subject of retrospectives at the Massachusetts Institute of Technology’s, List Visual Arts Center 

(2003); the Museum of Contemporary Art, Chicago (2003); and the Sammlung Goetz, Munich 

(2011). His selected solo exhibitions include: Paul Pfeiffer: Screen Series, Museum of Contemporary 

Art Chicago, Chicago (2017); Vitruvian Figure, Museum of Contemporary Art and Design, Manila 

(2015); and The Saints, Thyssen Bornemisza Art Contemporary at Kunstzone Karlsplatz Technische 

(2008). 

1.30-4.30PM  
 
PARTICIPATION IS LIMIT-
ED TO A MAXIMUM OF 25 
PARTICIPANTS THROUGH 
PRE-REGISTRATION

A NEW ICONOCLASM? A DISCUSSION BASED WORKSHOP 
ORGANISED WITH STÄDELSCHULE  FACULTY WILLEM DE ROOIJ 
AND PHILIPPE PIROTTE, AND ARTIST SIMON DENNY
 
This workshop presents a forum for an open conversation with Bangladeshi 
participants about the (global) resurgence of iconoclastic gestures and discourse 
recently. The destruction of the Buddha statues in Bamiyan in 2001, over to the 
Tuareg Rebellion in 2012, which destroyed various Sufi shrines from the 15th and 
16th Century in the City of Timbuktu, Mali, up to the recent controversy around 
American artist Dana Schutz’ painting portraying mutilated black youth Emmett Till, 
or the ceremonial burning of Sam Durant’s Gallow sculpture…There are many other 
examples suggesting a reinvigorated questioning of the legitimacy of images. 

The conversation will be structured along the following two major questions ad-
dressing this complex and sensitive subject matter:

1. Does this renewed questioning of images, even up until calls for their destruction, 
constitute a legitimate response to perceived injustice of specific groups? Who has 
the authority to speak or make art (about others)? 
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2. Does iconoclasm hide a fascination and fear for the image? Is the forbidden 
sacred? Is it because images convey “magical meaning,” that artworks are destroyed, 
as, time and again, artworks evoke images that are able to bring about an ambiguous, 
uncontrollable meaning? 
Supported by the Goethe-Institute and Institut fur Auslandsbeziehungen.  

Philippe Pirotte is an art historian and curator. He is the dean of the Staatliche Hochschule für 
Bildende Künste Städelschule and director of Portikus in Frankfurt am Main. Next to that he serves 
as adjunct senior curator at the UC Berkeley Art Museum and Pacific Film Archive. In 1999, he 
co-founded the Antwerp contemporary art center objectif-exhibitions, and from 2005-2011 he was 
director of Kunsthalle Bern in Switzerland. From 2004 to 2013, Pirotte held the position of Senior 
Advisor at the Rijksakademie for Visual Arts in Amsterdam. He was curator of the 2016 edition of 
La Biennale de Montréal, and in 2017 co-curated the Jakarta Biennale.

Simon Denny is an artist working with installation, sculpture and video. He studied at the Universi-
ty of Auckland (NZ) and at the Städelschule, Frankfurt am Main. Selected solo exhibitions include: 
OCAT, Shenzhen (2017); Hammer Museum, Los Angeles (2017); WIELS Contemporary Art Centre, 
Brussels (2016); Serpentine Galleries, London (2015); MoMA PS1, New York (2015) and Portikus, 
Frankfurt (2014). Selected group shows include: Unfinished Conversations, The Museum of Modern 
Art, New York (2017); The 9th Berlin Biennale (2016); Hack Space, K11 Art Foundation, Hong Kong 
(2016). Denny represented New Zealand at the 56th Venice Biennale (2015).

Willem de Rooij works in a variety of media including film and installation. In 2004, De Rooij 
began to include works of other artists in his own artworks. For example, his film Mandarin Ducks 
was shown at the Stedelijk Museum in Amsterdam in 2005 within the context of objects and 
artworks from the museums’ collection. De Rooij has been the subject of numerous solo exhibitions 
including: Institute of Modern Art, Brisbane (2017); Museum für Moderne Kunst, Frankfurt (2016); Le 
Consortium, Dijon (2015); The Swedish Contemporary Art Foundation, Stockholm, Sweden (2015); 
Weltkulturenmuseum, Frankfurt, Germany (2015); The Jewish Museum, New York (2014); Kunstverein 
München, Munich (2012).

DANCES FOR EVERYONE:  MERCE CUNNINGHAM’S FIELD DANCES 
A public dance workshop led by Silas Riener held at the Outdoor Entrance to the 
Bangladesh Shilpakala Academy

5–6PM 
OUTDOOR ENTRANCE TO  
BANGLADESH SHILPKALA 
ACADEMY

BACKSTORY BY AMIE SIEGEL 
An associative talk on the speculative, imitative and extractive actions within design, 
art and auctions in connection to India— on Chandigarh and Le Corbusier, on Pierre 
Jeanneret, John Pawson and Donald Judd, on modernism, minimalism and market-
ing—how these iconographies, and the behaviors of design and art markets, both 
mask and disclose the flow of capital. This accompanies the artist’s film presenta-
tions in the exhibition Planetary Planning.

Amie Siegel works variously between film, photography, performance and installation. She investi-
gates ideas about objects and their perceived cultural value, and the power systems innate to con-
noisseurship and museum practice. Meticulously constructed, her work explores how hierarchies 
of ownership, care, and display implicate institution, audience, and artist alike. She earned a BA 
from Bard College, New York (1996) and an MFA from The School of the Art Institute of Chicago 
(1999). Recent solo exhibitions of her work include Winter, Guggenheim Bilbao, Spain (2017); Amie 
Siegel. Part 2: Ricochet, Kunstmuseum Stuttgart (2016); and Provenance, The Metropolitan Museum 
of Art, New York (2014), and has exhibited her work in Flatlands, Museum of Contemporary Art and 
Design, Manila (2017); In The Belly of The Whale, Witte de With, Rotterdam (2016), and Whitney 
Biennial, Whitney Museum of American Art, New York (2008). 

5.30–6.30PM 



428

6.30PM–8PM 
 
PARTICIPATION IS 
LIMITED TO A MAXIMUM 
OF 25 PARTICIPANTS 
THROUGH PRE-
REGISTRATION

WORKSHOP ON THE ILLUSTRATED LECTURE AS FORM BY THE 
OTOLITH GROUP, AMIE SIEGEL, MATTI BRAUN AND BETH CITRON 
Following their individual presentations for the Dhaka Art Summit, artists Matti 
Braun, Amie Siegel, and Anjalika Sagar and Kodwo Eshun (The Otolith Group) gather 
with curators Beth Citron and Diana Campbell Betancourt for a critical discussion 
on the form of the “lecture performance.” As an artistic discipline that has often 
seemed to blur boundaries among art, research, and discourse, this workshop will 
examine different approaches to the lecture performance, as well as the limits of 
this form and the language used to circumscribe it. Taking historical examples of 
lecture performances by Chris Burden, Yvonne Rainer, Robert Morris, and Joseph 
Beuys into consideration, one question this workshop hopes to answer is how the 
“lecture performance” differs from other types of live works and talks delivered by 
artists today. 
Supported by the Goethe Institute.  

Amie Siegel works variously between film, photography, performance and installation. She inves-
tigates ideas about objects and their perceived cultural value, and the power systems innate to 
connoisseurship and museum practice. Meticulously constructed her work explores how hierarchies 
of ownership, care, and display implicate institution, audience, and artist alike. She earned a BA 
from Bard College, New York (1996) and an MFA from The School of the Art Institute of Chicago 
(1999). Recent solo exhibitions of her work include Winter, Guggenheim Bilbao, Spain (2017); Amie 
Siegel. Part 2: Ricochet, Kunstmuseum Stuttgart (2016); and Provenance, The Metropolitan Museum 
of Art, New York (2014), and has exhibited her work in Flatlands, Museum of Contemporary Art and 
Design, Manila (2017); In The Belly of The Whale, Witte de With, Rotterdam (2016), and Whitney 
Biennial, Whitney Museum of American Art, New York (2008). 

Beth Citron is the Curator for Modern and Contemporary Art at the Rubin Museum in New York. 
In 2014 she organised Francesco Clemente: Inspired by India and Witness at a Crossroads: Pho-
tographer Marc Riboud in Asia. For the museum, she also organised a three-part exhibition series 
Modernist Art from India (2011-13) and with Rahaab Allana of the Alkazi Foundation Allegory and 
Illusion: Early Portrait Photography from South Asia (2013). She has contributed to Artforum, ArtIn-
dia, and other publications, and published Bhupen Khakhar’s ‘Pop’ in India, 1970-72 in the “Summer 
2012” issue of ArtJournal. She completed a PhD on Contemporary Art in Bombay, 1965-1995 in the 
History of Art Department at the University of Pennsylvania in 2009 and has taught in the Art 
History Department at New York University, from which she also earned a Bachelor’s in Fine Arts.

Matti Braun’s work investigates the unexpected, often little-known effects of cross-cultural 
dynamics, making visible patterns of artistic migrations and cultural misrecognitions. The artist’s 
exhibitions have often been organised around a specific example of such appropriation, taking, 
for instance, an elaborate web of interdisciplinary associations spun around the Indian physicist 
Vikram Sarabhai that include Mahatma Gandhi, Le Corbusier, the development of the Indian 
space programme, the Ulm School of Design and Lynda Benglis as point of departure for displays 
that included textile works, objects, photographs and large-scale installations. Selected recent 
exhibitions include Lak Sol, Kunstverein Heilbronn (2016); Black Sun - Alchemy, Diaspora And Het-
erotopia, Devi Art Foundation (2014) and Until It Makes Sense, Kadist Art Foundation, Paris (2011). 

The Otolith Group (Anjalika Sagar and Kodwo Eshun) is a London-based collective initiated in 
2002, who work with film, video, lecture performance, and publications. Their research-based 
projects combine narrative, archival material, and documentary footage, with an interest in futu-
rity, speculative and science fiction, and geology. Eshun studied English Literature at University 
College, Oxford (1985–8). Sagar studied Anthropology and Hindi at the School of Oriental and 
African Studies, University of London (1994–7). They have had solo presentations at In the Year of 
the Quiet Sun, Bergen Kunsthall (2014); Thoughtform, MAXXI, Rome/MACBA, Barcelona (2011–12); 
A Lure a Part Allure Apart, Bétonsalon, Paris (2011). The Otolith Group has exhibited in the Sharjah 
Biennale (2017); Endless Shout, Institute of Contemporary Art, Philadelphia (2017); documenta 13 
(2012); New British Art, Tate Triennial, London (2006). The Otolith Group were nominated for the 
Turner Prize in 2010. 
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10AM–12PM 

PARTICIPATION IS 
LIMITED TO A MAXIMUM 
OF 25 PARTICIPANTS 
THROUGH PRE-
REGISTRATION

REORIENTING BENGAL’S OCEANIC HORIZONS WITH SUGATA 
BOSE  
The rivers of Bengal and the sea into which they flow have always been bound in an 
intimate relationship. The Ganga-Brahmaputra deltaic tract was closely connected 
with broader Indian Ocean and global domains of economy and culture. A maritime 
and terrestrial frontier of the Indian Ocean and the South Asian landmass, Bengal’s 
history had an outward orientation. Bengalis -  subalterns and elites alike - were not 
contained within the borders of Bengal even in the age of British colonialism. The 
Bengali language, literature, arts and culture displayed a universalist aspiration and 
travelled across the Bay of Bengal. This lecture will take the audience on voyages 
across the Indian Ocean retracing the trail of Bengal’s entry into the universal.
Supported by the Lakshmi Mittal South Asia Institute, Harvard University.  

Sugata Bose is Gardiner Professor of Oceanic History and Affairs at Harvard University. Bose’s 
field of specialisation is modern South Asian and Indian Ocean history. He obtained his Ph.D. from 
the University of Cambridge. His books include His Majesty’s Opponent: Subhas Chandra Bose 
and India’s Struggle against Empire (Cambridge: Harvard University Press, 2011) and A Hundred 
Horizons: the Indian Ocean in the Age of Global Empire (Cambridge, MA: Harvard University 
Press, 2006.) In A Hundred Horizons, Bose crosses area studies and disciplinary frontiers as he 
bridges the domains of political economy and culture. He was a recipient of the Guggenheim 
Fellowship in 1997. Bose is currently writing a book titled Asia after Europe: Decline and Rise of a 
Continent (under contract with Harvard University Press) and working as General Editor on The 
Cambridge History of the Indian Ocean.

5 FEBRUARY 2018

DAYANITA SINGH SHOEBOX MUSEUM PART 2 
Participants from the first part of the workshop regroup for part 2.   

12.30-2PM
 
PARTICIPATION IS  
LIMITED TO THOSE IN FEB 
2ND WORKSHOP AS PART  
OF A THREE-PART SERIES

IMAGINE ART BEING NATURE, IMAGINE HOW ART IS INVENTING  
A NEW WAY OF SENSING THE REAL WITH EVELINE WÜTHRICH
This workshop presents a new way of conceiving art education curricula initiated 
by the Art Institute in Basel, Switzerland, by placing nature, gender and race at the 
core. The workshop will present examples, images and texts, but will also propose a 
practical exercise to enhance group participation. 

Today, the study of art is defined by your capability of understanding the conditions 
and premises under which art is possible. You are expected to develop not only 
works, but a language and presence in the world as an artist. Since art has been so 
intensely shaped as a cultural machine, it makes sense to consider that from art a 
new movement appealing to the notion of entanglement and a non-separateness 
between culture and nature can start. The polarisations of culture/nature are 
dependent on the temporal past and live in our inherited views but the split also 
lives on in space: in cities, buildings, in accumulated materials, and in the way we are 
with others. It is for this reason that art plays a fundamental role not only for feeling 
and thinking about “nature“ differently, but for questions of lived experiences of the 
spaces we work, live and produce our social life in.
Supported by Pro Helvetia - Swiss Arts Council. 

2.30-5.30PM
 
PARTICIPATION IS LIMITED 
TO A MAXIMUM OF 30 
PARTICIPANTS THROUGH 
PRE-REGISTRATION



430

CHILDREN’S MASK MAKING WORKSHOP WITH CHARUPITH 
Children will be invited to create masks that are traditionally used in ‘Mongol Shova 
Jatra’ a procession that takes place every year during the Bangla New Year. The 
participants will learn the technique to trace, cut and fold different types of animal 
masks. They will also be encouraged to colour the masks using their own imagina-
tion.

Charupith was founded in 1985 with the ambition of increasing the social impact of art within their 
local community. Based in Jessore, a district in the south-western region of Bangladesh, Charupith 
is heavily involved in local social awareness campaigns. The group actively runs the Charupith 
Library, Research Centre, and Institute of Fine Arts—courses include art, dress-making, architecture, 
craft, and Art History—from where 15,000 students have graduated for free to date.  

10-12.30PM
 
PRIOR REGISTRATION 
NECESSARY, CAPACITY 
FOR 20 CHILDREN

6 FEBRUARY 2018

ROUNDTABLE DISCUSSION ON WORKING COLLECTIVELY WITH ART 
LABOR COLLECTIVE, RAQS MEDIA COLLECTIVE, AND SUPERFLEX
Under the umbrella of the Samdani Artist Led Initiatives forum, artists working as 
part of leading collectives from Vietnam, India, and Denmark will share their per-
spectives on working collectively with a group of 30 members of artist led forums in 
South Asia. 

Art Labor collective was formed in 2012 by artists Thao-Nguyen Phan and Truong Cong Tung and 
curator Arlette Quyhn-Ahn Tran, who are based in Ho Chih Minh City. They create long-term 
collaborations with practioners working in a variety of disciplines including scientists, farmers, and 
filmmakers, with an interest in the politics of labour and making. Art Labor has held a solo exhibi-
tion titled Unconditional Belief at Sàn Art, Ho Chi Minh City (2014), and has participated in group 
exhibitions including Cosmopolis #1: Collective Intelligence, Centre Pompidou Paris, France (2017); 
Negotiating The Future - Asian Art Biennale 2017, National Taiwan Museum of Fine Arts, Taichung, 
Taiwan (2017); Public Spirits, CCA Warsaw, Poland (2016) among others. art labor was a grantee of 
the Prince Claus Fund in 2016. 

Raqs Media Collective was founded in 1992 by Jeebesh Bagchi, Monica Narula and Shuddhabrata 
Sengupta. Raqs are artists, curators, researchers, editors and philosophical agents provocateurs. 
The Collective’s work addresses connectedness, temporality and plenitude, and places them at the 
intersection of art, historical enquiry and philosophical speculation. Raqs Media Collective has 
exhibited internationally to much acclaim, most recently with Thicket for Tate Exchange and as 
Chief Curators for the 11th Shanghai Biennale (both 2016).

Danish artists’ collective SUPERFLEX is best known for its playfully subversive installations and 
films. Founded in 1993 by Danish artists Bjørnstjerne Christiansen, Jakob Fenger and Rasmus 
Nielsen, SUPERFLEX has gained international recognition for collaborative projects and solo 
exhibitions around the world. With a diverse and complex practice, SUPERFLEX challenges the 
role of the artist in contemporary society and explores the nature of globalisation and systems of 
power. They are known for art works with wit and subversive humour that address serious social 
and cultural concerns. Selected recent exhibitions include One, Two, Three Swing!, Tate (2017); the 
Sharjah Biennale (2017); Centre for Contemporary Art Ujazdowski Castle Warsaw (2017). Superflex’ 
works are represented in public art institutions such as MoMA (New York), Queensland Art Gallery 
(Brisbane), Louisiana Museum of Modern Art (Denmark), Coleccion Jumex (Mexico City), Stedelijk 
Van Abbemuseum (Eindhoven), The Museum of Contemporary Art (Oslo), Musac - Museo de Arte 
Contemporáneo de Castilla y León (Spain), Kunsthaus Zürich (Switzerland).

6-8PM
 
PARTICIPATION IS LIMITED 
TO A MAXIMUM OF 30 
PARTICIPANTS THROUGH 
PRE-REGISTRATION

Eveline Wüthrich is a curator based in Basel, Switzerland. She holds a Master in Curatorial and 
Critical Studies (Goethe University and Städel School Frankfurt am Main, Germany), and a Bach-
elor in Art History (La Sorbonne Paris, France and University of Basel, Switzerland). She worked as 
a scientific assistant at the Art Institute at the Academy of Art and Design FHNW in Basel where 
she was assistant curator to Chus Martínez at the schools exhibition space Der TANK. Eveline 
Wüthrich is founder and director of the art book fair I Never Read, Art Book Fair Basel taking 
place every June in Basel. 
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DAYANITA SINGH SHOEBOX MUSEUM  PART 3
Participants from part 1 and 2 regroup for part 3.   

GRAPHIC DESIGN: TEXT, IMAGE, PRINT WITH FRASER 
MUGGERIDGE
A collaborative photocopy workshop where a letter is repeatedly en-

larged to set the world record for the World’s Largest Enlarged Benglai 

Letter.

Supported by the British Council. 

Fraser Muggeridge is an award winning graphic designer from London. He has worked with 
significant artists such as Jeremy Deller, Fiona Banner and Metronomy to produce work that is ty-
pographically lead and typographically exciting. In 2014 he created “Mimeographica Alphabetica” 
at the Whitechapel Art Gallery in London, which re-invented the alphabet through abstract stencil 
forms and manual printing machines. He lectures throughout the world and runs Typography 
Summer School in London and New York.

1–3PM
 
PARTICIPATION IS  
LIMITED TO THOSE IN FEB 
2ND WORKSHOP AS PART  
OF A THREE-PART SERIES

3–4PM  

PRIOR REGISTRATION 
NECESSARY, 10 
PARTICIPANTS MAXIMUM 
WITH OFF-SITE VISIT 

COLLAGE AND COLOUR THEORY WORKSHOP WITH ANOKA 
FARUQUEE
In 1963, Josef Albers published his masterwork, Interaction of Colour, 

based on a series of visual riddles he gave his students. In Albers’s famous 

colour courses at Black Mountain College and Yale, students respond-

ed to his prompts with cut paper collages; later, he made a selection of 

these collages to translate into screen prints for the Interaction of Colour 

edition. Years later, the volume continues to enlighten art students, in-

structors, designers, and artists about the relativity of colour perception, 

and provides an enduring methodology for art education and production. 

This seminar will include a hands-on colour collage workshop, and con-

sider the Albers’s pragmatic and philosophical relevance to our present 

moment.

Anoka Faruqee is known for her abstract paintings, which pulsate with their optical and chromatic 
effects. Drawing inspiration from the Op-Art movement and miniature painting techniques, her 
work decentres the viewer, producing glitched illusions whose jerky, yet subtle movements, appear 
to be ripples in seas of data.  Faruqee studied painting at Yale University, graduating in 1994, and 
later earned her MFA in 1997 from the Tyler School of Art. Faruqee is Director of Graduate Studies, 
Painting/Printmaking at Yale School of Art, and was previously Co-Director of the Art Programme 
Faculty, at Cal Arts, and taught at the Art Institute of Chicago. Faruqee’s work has been exhibited 
internationally in exhibitions including: solo exhibition, The Visible Spectrum, Secession, Vienna 
(2017); and group exhibitions, Near and Dear, Elizabeth Foundation for the Arts, New York (2017); 
and Ulterior Motif, The Painting Center, New York (2015); among others.

4.30-7.30PM 

PRIOR REGISTRATION 
NECESSARY, 10 
PARTICIPANTS MAXIMUM 
WITH OFF-SITE VISIT 

Materials:  

To be provided
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1 - 2PM 

PRIOR REGISTRATION 
NECESSARY, 10 
PARTICIPANTS MAXIMUM 
WITH OFF-SITE VISIT 

GRAPHIC DESIGN: TEXT, IMAGE, PRINT WITH FRASER 
MUGGERIDGE 

An exercise within the constraints of 2-D reproduction to create manual 

variations of a given graphic form. Supported by the British Council. 

MEASURING WITH A BENT STICK WITH GRÉGORY CASTÉRA AND 
SANDRA TERDJMAN (COUNCIL)
This workshop proposes an open conversation about the representation 

of climate change in films. How does art, science and activism use the 

video camera to address climate change and what is the possible dia-

logue between these fields? How does film manage to capture the various 

scales of climate as well as the technological and political constructions 

of “nature”? 

 

The conversation will revolve around screenings of film excerpts made by 

contemporary artists and filmmakers, ecological and indigenous activists, 

and researchers from hard sciences and humanities.

 

The workshop is open to artists, scientists and activists who work on 

films dealing with climate change. A viewing list will be sent out before 

ANIMAL-HUMAN CHILDREN’S CERAMICS WORKSHOP WITH 
RAMESH MARIO NITHIYENDRAN  
Children will be invited to create a sculptural portrait merging animal and 

human characteristics using clay and a range of other materials with Aus-

tralian artist Ramesh Mario Nithiyendran. Participants will engage initially 

with quick drawing exercises responding to provided images of various 

animals from Bangladesh and Australia. From these images, Ramesh will 

lead the group in imaginatively translating these images into small sculp-

tural objects, focusing on colour, texture, form and expression.

Ramesh Mario Nithiyendran works across the disciplines of printmaking and sculpture, producing 
large-scale, often rough, ceramic sculptures which champion the physicality of art making.  
Stacked to form totems or perched atop customised plinths, his works reference idol forms through 
which he explores the politics of gender, sexuality, and religion. He studied at the College of Fine 
Arts, University of New South Wales, earning his BFA, with honours, in 2011 and his  MFA in 2013. 
Nithiyendran’s solo exhibitions include: In the Beginning, The Ian Potter Museum of Art (2016); 
Mud Men, The National Gallery of Australia, Canberra (2016); and Archipelago, Shepparton Art 
Museum(2015); and has participated in group exhibitions including The National: New Australian 
Art, Carriageworks, Sydney (2017); and The 2016 Kuandu Biennale, Kuandu National Museum of 
Fine Arts, Taipei. 

10AM - 1 PM 

PRIOR REGISTRATION 
NECESSARY, CAPACITY 
FOR 20 CHILDREN

7 FEBRUARY 2018

2-5PM 

PRIOR REGISTRATION 
NECESSARY, CAPACITY 
FOR 25 PARTICIPANTS 
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5-8PM 

PRIOR REGISTRATION 
NECESSARY, CAPACITY 
FOR 30 ART HISTORIANS

the workshop. Each participant will be asked to choose an excerpt and 

introduce it.

Council is a not-for-profit organisation that assembles knowledge from the arts, sciences and the 
civil society in order to foster new understandings of societal issues. Council’s programme revolves 
around long-term inquiries that produce exhibitions, publications and events, as well as commis-
sioning new artworks. Founded in 2013, Council is based in Paris, but operates internationally.

FORENSIC ART HISTORY – EAST AND WEST PAKISTAN, EAST AND 
WEST BENGAL WITH IFTIKHAR DADI, ANSHUMAN DASGUPTA, AND 
MARIAH LOOKMAN 

Art Historians Iftikhar Dadi, Anshuman Dasgupta, and Mariah Lookman 

share case studies and methodologies to explore art histories that are not 

accessible through traditional sources such as archives and text books. 

The students and workshop leaders will work together to think through 

reconstructing lost art histories of exchange across East and West Paki-

stan and East and West Bengal. 

Anshuman Das Gupta is currently teaching faculty in the Art History department in Kalabhavan, 
Santiniketan (Visva Bharati University) and is affiliated to the Curatorial Knowledge programme in 
the Department of Visual Cultures at Goldsmiths, London University as a PhD candidate. He did 
his graduation in Art History from Kala Bhavan, Santiniketan, and Post Graduation in Art History 
from the Faculty of Fine Arts, M.S University, Baroda in 1990 and 1992 respectively. His essays 
and seminar papers have been published in several journals and publications like the Marg pub-
lications- Art & Visual Cultures in India 1857- 2007 (2009), Akbar Padamsee (in Press, 2009) and 
Contemporary Indian Sculpture, among others. He also organised the Ramkinker Baij Centenary 
international seminar in Santiniketan in 2007.

Iftikhar Dadi is Associate Professor at Cornell University where he teaches and researches modern 
and contemporary art from a global and transnational perspective, with emphasis on questions 
of methodology and intellectual history, focusing on modernism and contemporary practice of 
Asia, the Middle East and their diasporas.  His Publications include: the edited monograph, Anwar 
Jalal Shemza (Ram Publications, 2015); the co-edited catalogueue, Lines of Control: Partition as a 
Productive Space (Green Cardamom, 2012); Modernism and the Art of Muslim South Asia (The Uni-
versity of North Carolina Press, 2010); and the co-edited reader Unpacking Europe (NAi Publishers, 
2002).  He is currently co-Director of Cornell’s Institute for Comparative Modernities, has served 
as Chair of Cornell’s Department of Art (2010-14), and Director of Cornell’s South Asia Programme 
(2015-16). He currently serves on the editorial/advisory boards of the Archives of Asian Art, and 
the Bio-Scope: South Asian Screen Studies journal, and was previously a member of the editorial 
board of Art Journal (2007-11).  

Mariah Lookman is a Pakistani artist, lecturer and researcher. Her interests are art and the history 
of ideas. Her work now focuses on abstraction and the political. She currently holds the 2018 Tate 
Adjunct Researchership and is working as Affiliate Curator for the inaugural edition of the Lahore 
Biennale, LB 01. Mariah earned a Bachelor of Fine Art from the National College of Arts, Lahore, 
Master of Art from the Slade School of Fine Art, London, and doctorate from the Ruskin School of 
Art, Oxford. She lives and works, Sri Lanka, Pakistan, and the United Kingdom.
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8 FEBRUARY 2018

ANIMAL-HUMAN CHILDREN’S CERAMICS WORKSHOP WITH 
 RAMESH MARIO NITHIYENDRAN  
Children will be invited to create a sculptural portrait merging animal and 

human characteristics using clay and a range of other materials with Aus-

tralian artist Ramesh Mario Nithiyendran. Participants will engage initially 

with quick drawing exercises responding to provided images of various 

animals from Bangladesh and Australia. From these images, Ramesh will 

lead the group in imaginatively translating these images into small sculp-

tural objects, focusing on colour, texture, form and expression.

LAUNCH OF OPEN SCHOOL EAST AT DHAKA ART SUMMIT 
For the Dhaka Art Summit, Open School East (OSE) is conducting a 

three-part collaborative and practice-based workshop working with 

sound, conversation, the body, print and publishing. The workshops will 

be led by OSE alumni Tina Rowe and Eleanor Vonne Brown, and OSE 

mentor Trish Scott.

Supported by the British Council. 

 
Located in Margate, Kent, Open School East (OSE) offers a space for artistic learning that is free, 
experimental, collaborative and brings together diverse voices. They provide tuition and studio 
space to emerging artists, run learning activities for young people and adults, commission artists 
to develop participatory projects, and produce and host cultural events and social activities for 
and with everyone. 

PART I – WHAT I THINK I OWN WITH TRISH SCOTT 
Trish Scott’s workshop will explore various possible languages of commu-

nication and interpretation, working towards translating a visual experi-

ence into sound. To this end, the group will take the environment of the 

Education Pavilion and an activity or exhibit of the Dhaka Art Summit as 

starting points to experiment with different forms of structured conver-

sations to generate ideas, explore verbatim speech as performance and 

turn this material into a spatialised sound installation.

Trish Scott is an interdisciplinary artist and researcher currently working as Research Curator 
at Turner Contemporary in Margate and concluding a PhD in Fine Art at Chelsea College of 
Arts in London. With a background in Social Anthropology, Scott often collaborates with others 
to generate work at the intersection of encounters and documents. Her research is focused on 
questions of authorship and is characterised by experiments that test, through practice, how to 
include and hold multiple voices within different artistic frames. Scott has carried out projects 
at Tate Britain, Flat Time House and Space Station Sixty-Five (London), The Whitstable Biennale 
(Kent), Ethnographic Terminalia (Washington DC), CCCB (Barcelona) and Binaural /Nodar (Portu-
gal). 

10AM-12 PM 

PRIOR REGISTRATION 
NECESSARY, CAPACITY 
FOR 20 CHILDREN

2–5PM 
PRIOR REGISTRATION 
NECESSARY, CAPACITY 
FOR 30 PARTICIPANTS
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9 FEBRUARY 2018

ANIMAL-HUMAN CHILDREN’S CERAMICS WORKSHOP WITH  
RAMESH MARIO NITHIYENDRAN  
Children will be invited to create a sculptural portrait merging animal and 

human characteristics using clay and a range of other materials with Aus-

tralian artist Ramesh Mario Nithiyendran. Participants will engage initially 

with quick drawing exercises responding to provided images of various 

animals from Bangladesh and Australia. From these images, Ramesh will 

lead the group in imaginatively translating these images into small sculp-

tural objects, focusing on colour, texture, form and expression. 

EXHIBITION AND PRODUCTION AS A SUBJECT OF TODAY’S ART 
WITH ROMAN KURZMEYER  
Understanding the exhibition as an art medium might mean making the 

image-making and modelling process an integral part of it, or viewing it 

as a work in its own right and designing it accordingly. In this seminar, we 

will examine exhibitions that are both venue and work rolled into one. We 

will ask why understanding the production and display of art as a single, 

contiguous process can be so important to some artists. Participants will 

be called upon to develop their own ideas for projects, following which 

participants will discuss and assess their “feasibility.”

Supported by Pro Helvetia - Swiss Arts Council.  

Roman Kurzmeyer is a lecturer in art theory and the history of exhibitions at the Art Institute at the 
Academy of Art and Design FHNW in Basel and curator of the Ricola Collection. He has written 
extensively on modern and contemporary art. Studying with Prof. Dr. Martin Schaffner and Prof. Dr. 
Gottfried Boehm, he received his PhD from the University of Basel in 1997. His many publications 
include the catalogueue of all exhibitions curated by Harald Szeemann (1933-2005). He is founder 
of The Amden Atelier. In 2004 he was awarded the Prix Meret Oppenheim

10–12PM 
PRIOR REGISTRATION 
NECESSARY, CAPACITY 
FOR 20 CHILDREN

1–3PM 
PRIOR REGISTRATION 
NECESSARY, CAPACITY 
FOR 30 PARTICIPANTS

OPEN SCHOOL EAST AT DHAKA ART SUMMIT:
PART II - BLUELIGHT WITH TINA ROWE
Tina Rowe’s workshop will use analogue photography techniques – in 

particular cyanotype – to reverse the translation process experienced in 

the first workshop and generate a discussion on digital identity. Using el-

ements of the sound recordings, their bodies and sunlight, the group will 

perform a retranslation of sound into photographic tableaux. Participants 

will have the opportunity to work collaboratively to create a large-scale 

photogram using light sensitive chemistry.  

3–6PM 
PRIOR REGISTRATION 
NECESSARY, CAPACITY 
FOR 30 PARTICIPANTS
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CELEBRATING LIFE: A WORKSHOP BY SHAKO  
WITH CANCER PATIENTS  
‘Shako’ - Women Artist Association of Bangladesh will involve cancer 

patients under Dr. Rumana Dowla, the founder of Bangladesh Palliative 

and Supportive Care Foundation. The participants will be encouraged to 

engage with the artists of the Shako and produce collaborative paint-

ings. These paintings will then be donated towards the treatment of the 

patients. The participation of the patients is supported by Commercial 

Bank of Cylon.

Shako was established by a group of women artists over 13 years ago as a social initiative to raise 
funds through the sale of art to help fellow artists, who needed medical treatment. Taking their 
social responsibilities seriously, the group works cloosely with organisations across Bangladesh 
that support drug addicts and acid victims, etc. by facilitating workshops to teach them new skills 
and help them find alternative ways to generate a sustainable living.

3PM – 5PM  
BY INVITATION ONLY

Materials:  

To be provided

OPEN SCHOOL EAST AT DHAKA ART SUMMIT:
PART III - MASTHEAD WITH ELEANOR VONNE BROWN  
Eleanor Vonne Brown’s workshop will turn the Education Pavilion into 

a collaborative publishing space. The process will start with an editorial 

meeting during which different roles will be attributed: from object and 

picture researchers, to news writers and art directors. The participants 

may choose from personal stories or current issues to generate visual 

tableaux that will come together in a live edit and be distributed via 

social media. This is a rapid exercise in visual storytelling, sequencing and 

distribution.

Supported by the British Council.  

Eleanor Vonne Brown produces publishing projects and arts events. Working mainly within the 
area of independent publishing, she specialises in artist books and creating publishing spaces. 
Projects include: The Cast of the Crystal Set, Publication as Practice, Super Woofer Sound Fai’ 
and bookshop and project space X Marks the Bökship. She is a regular lecturer at London College 
of Communication, Greenwich University, Central St Martins and gives talks and runs workshops 
at Art and Design colleges and project spaces across the UK.

10AM-1PM  
PRIOR REGISTRATION 
NECESSARY, CAPACITY 
FOR 30 PARTICIPANTS

Materials:  

To be provided

10 FEBRUARY 2018

Supported by the British Council.

Tina Rowe’s practice starts with photography and tests the notion of ‘the decisive moment’, using 
apparatus that stretches exposure in order to draw out meaning and manifest the process as part 
of the finished work. Making these images often involves performative actions in public and private 
spaces. Parallel to her practice, she delivers workshops that consider identity and permanency 
in digital images and that conflate old and new techniques such as smartphone and cyanotype. 
Recent exhibitions include: Revela-T Contemporary Analogue Photography Festival, Barcelona, 
Pavlovka Pinhole Fest, Kiev, and London Pinhole Festival, London.
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Iver Jåks, Myggen (the 

Mosquito) (2000). Photo: Guri 

Dahl / Kunst i offentlige rom 

(KORO). Copyright Iver Jåks/

BONO 2018.  

SOVEREIGN WORDS
CRITICAL WRITING ENSEMBLE

mve©‡fŠg kã¸”Q
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SOVEREIGN WORDS: FACING  
THE TEMPEST OF A GLOBALISED 
ARTS HISTORY
A project proposed by Office for Contemporary Art Norway 

(OCA)

Text by Katya García-Antón (Director, OCA). 

They have assumed the names and gestures of 

their enemies, but have held on to their own, 

secret souls; and in this there is a resistance and 

an overcoming, a long outwaiting.

– N. Scott Momaday, House of Dawn, 1968

Here is a lesson: what happens to people and 

what happens to the land is the same thing.

– Linda Hogan, Dwellings: A Spiritual History of 

the Living World, 1995

Our sovereignty is embodied, it is ontological 

(our being) and epistemological (our way of 

knowing), and it is grounded within complex 

relations derived from the intersubstantiation 

of ancestral beings, humans and land. In this 

sense, our sovereignty is carried by the body 

and differs from Western constructions of 

sovereignty, which are predicated on the social 

contract model, the idea of a universal supreme 

authority, territorial integrity and individual 

rights

– Aileen Moreton-Robinson, Sovereign Subjects: 

Indigenous Sovereignity Matters, 2007

mve©‡fŠg kã¸”Q: wek¦vwqZ-wkí-
BwZnv‡mi SÅvi gy‡LvgywL
Awdm Ad Kb‡U‡¤cvivwi AvU© (IwmG), biI‡qi cÖ¯ÍvweZ GKwU †cÖv‡R±

†jLv: KvwUqv Mvwm©qv-A¨v›Ub (cwiPvjK, IwmG)

Zviv Zv‡`i kÎæ‡`i bvg I fw½¸‡jv MÖnY Kivi fvb 
KiwQj, wKš‘ Zv‡`i AvZ¥v wemR©b †`qwb; Ges GUvB 
Zv‡`i cÖwZ‡iva, evav †c‡iv‡bvi Dcvq, I GKUv `xN© 
A‡c¶vi Aemv‡bi Dcvq| 
- Gb. ¯‹U ‡gvgv‡W, nvDR Ae Wb, 1968|

GKwU wk¶Yxq wRwbm: hv gvby‡li mv‡_ N‡U Avi gvwUi 
mv‡_ N‡U Zv Avm‡j GKB wRwbm|
- wjÛv †nvMvb, Wz‡qwjsmt G w¯úwiPzqvj wn‡÷vwi Ad `¨ 
wjwfs Iqvì©, 1995

Avgv‡`i mve©‡fŠgZ¡ g~Z©, A‡›UvjwRKvj (Avgv‡`i Aw¯ÍZ¡ 
m¤úwK©Z) I Gwc‡÷‡gvjwRKvj ev ÁvbZË¡xq (Avgiv 
†hfv‡e †Kvb wKQz m¤c‡K© Rvwb)| Avgv‡`i cÖvPxb wewfbœ 
mË¡v, gvbyl, I fzwgi wg_w¯Œqvi g~Z©iƒc †_‡K D™¢zZ 
wewfbœ m¤c‡K©i g‡a¨ Gi wfwË ¯’vwcZ| Gfv‡e †`L‡j, 
Avgv‡`i kixi Avgv‡`i mve©‡fŠgZ¡ enb K‡i P‡j, Ges 
GUv mve©‡fŠg‡Z¡i cwðgv avibv †_‡K wfbœ| cvðv‡Z¨, 
mve©‡fŠgZ¡ mvgvwRK Pzw³i avibvi Dci wfwË K‡i 
cÖwZwôZ| IB wPšÍvavivq GKwU mve©Rbxb me©gq ¶gZvi 
KZ©…Z¡, iv‡óªi ALÛZ¡, I e¨w³i ¯^vaxbZv‡K ¯^xKvi K‡i 
†bq|
- AvBwjb g‡iUb-iweÝb, mf&‡iBb mve‡R±m: BwÛ‡Rbvm 
mf&‡iBwbwU g¨vUvim, 2007

ANDE SOMBY, BIUNG ISMAHASAN, CANDICE HOPKINS, DANIEL BROWNING, DAVID 
GARNEAU, DJON MUNDINE, GAYATRI CHAKRAVORTY SPIVAK, HANNAH DONNELLY, IRENE 

SNARBY, KABITA CHAKMA, KIMBERLY MOULTON, LÉULI MĀZYĀR LUNA’I ESHRĀGHI, 
MÁRET ÁNNE SARA, MEGAN COPE, MEGAN TAMATI-QUENNELL, PRASHANTA TRIPURA

SONTOSH BIKASH TRIPURA, SANTOSH KUMAR DAS, VENKAT RAMAN SINGH SHYAM
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There are approximately 370 million Indigenous 

peoples on the planet, belonging to 5,000 

different groups, in 90 countries worldwide. 

Indigenous peoples live in every region of the 

world, 0.006% in Europe, and about 70% in 

Asia. Despite their planetary scope, colonial 

powers have expertly argued for the localness 

of Indigenous experience, to fragment, isolate 

and render invisible their intellectual processes 

from the world´s stage. The suppression of 

Indigenous world-views, histories, aesthetics 

and languages, the undermining of circular 

time-conceptions, the repression or co-

opting of spiritual practices, as well as the 

violent dispossessions of lands and their 

colonial renaming and exploitation, stand out 

as recurring colonial mechanisms past and 

present. 

Within our contemporary context, “Sovereign 

Words” considers the entanglement of writing 

a Western canon of art history that declares 

itself today as global. It does so in the face of 

the narration of Indigenous histories that have a 

planetary dimension, and against the modernist/

colonial ideologies that have, and are still, 

framing them. To do so the project convenes 

artists, poets, story-tellers, performers, curators, 

and scholars of Indigenous communities, and 

non-Indigenous peers, to reflect upon the 

words, writing forms, spaces and processes 

through which Indigenous artistic practices, 

their histories and contact points with the 

Western canon, have been and should be, 

counter-narrated today. 

What would the new histories of the arts of 

Indigenous practitioners look, feel and sound 

like? Should novel methodologies of word-

and voice-crafting be constituted to embody 

and empower the Indigenous discourses 

eZ©gv‡b c„w_ex‡Z 5 nvRvi ¶z`ª b„ZvwË¡K Rb‡Mvôx¸‡jv‡Z 
cÖvq 37 †KvwU gvbyl i‡q‡Q| Giv c„w_exi 90wU †`‡k 
evm K‡i| ¶z`ª b„ZvwË¡K Rb‡Mvôxi gvbyl c„w_exi me 
AÂ‡j emevm K‡i Avm‡Q| G‡`i 0.006% BD‡iv‡c 
I cÖvq 70% Gwkqvq i‡q‡Q| Jcwb‡ewkK kw³¸‡jvi 
ˆewk¦K m¤¢vebv _vK‡jI Zviv `¶Zvi mv‡_ ¶z`ª b„ZvwË¡K 
Rb‡Mvôx‡K GKwU we‡kl RvqMvq Ave× K‡i ivLvi ¸iæZ¡ 
cÖwZcbœ Ki‡Z m¶g n‡q‡Q| G‡Z K‡i AvšÍR©vwZK gÂ 
†_‡K Zv‡`i wPšÍvaviv‡K wewQbœ K‡i ivLv m¤¢e n‡q‡Q| 
AZx‡Z I eZ©gv‡b Jcwb‡ewkK e¨e¯’v evi evi ¶z`ª 
b„ZvwË¡K Rb‡Mvôxi wek¦ `„wófw½, BwZnvm, b›`bZË¡ 
I fvlv, wbw`©ó P‡µ AvewZ©Z mg‡qi †P‡q wfbœ aviYv 
†cvlY‡K wbiærmvwnZ K‡i‡Q| GKB mv‡_ GwU ‡mme 
Rb‡Mvôxi Ava¨vwZ¥K mvabv‡K `gb K‡i‡Q I Zv‡`i‡K 
f~wg †_‡K D‡”Q` K‡i †mme ¯’v‡bi bZzb bvgKi‡Yi 
gva¨‡g Zv‡`i‡K †kvlY K‡i‡Q|

Avgv‡`i mgmvgwqK c„w_ex‡Z, wb‡R‡K wek¦Rbxb `vwe 
K‡i cvðv‡Z¨i wkí BwZnvm †jLvi mgm¨vwU LwZ‡q 
†`L‡Q ‘mfwib IqvW©m’ ev mve©‡fŠg kã¸”Q|  GwU 
AvaywbK/Jcwb‡ewkK gZv`‡k©i wecix‡Z c„w_exi 
BwZnv‡mi mv‡_ wgwj‡q ¶z`ª b„ZvwË¡K Rb‡Mvôxi 
BwZnvm¸‡jv eY©bv Ki‡Q I †m¸‡jv‡K M‡o Zzj‡Q| GUv 
Ki‡Z wM‡q cÖKíwU wkíx, MíKvi, cvidg©vi, wKD‡iUi, 
I ¶z`ª b„ZvwË¡K Rb‡Mvôx wel‡q cwÛZ e¨w³‡`i Avgš¿Y 
K‡i| Zviv Gme Rb‡Mvôx ‡hme kã, wjLb-c×wZ, ¯’vb, 
I cÖwµqv e¨envi K‡i Zv‡`i wkíKg©, BwZnvm, I cwðgv 
Av`‡k©i mv‡_ cwiP‡qi AwfÁZv eY©bv K‡i‡Q Ges 
‡m¸‡jv ‡hfv‡e eY©bv Kiv DwPZ ‡m wel‡q wPšÍvfvebv 
K‡ib|  
¶z`ª b„ZvwË¡K Rb‡Mvôxi wkíx‡`i wkíK‡g©i BwZnvm 
†`L‡Z, ïb‡Z Abyfe Ki‡Z †Kgb nIqv DwPZ? ¶z`ª 
b„ZvwË¡K Rb‡Mvôxi eqvb‡K fwel¨‡Z kã I KÉ¯^‡ii 
Awfbe KviæKvR e¨envi K‡i AviI kw³kvjx Kiv DwPZ 
wK? AšÍf©zw³i ivRbxwZi gva¨‡g AvaywbKZvev`x BwZnv‡m 
Zv‡`i RvqMv ‡`qvB wK h‡_ó? Gfv‡e AšÍf©z³ Kivi GB 
ivRbxwZ wK †`kR AvPvi-e¨env‡ii bZzb Jcwb‡ewkK 
bgybv wn‡m‡e KvR Ki‡Q bvwK GwU ¶z`ª b„ZvwË¡K Rb‡Mvôx 
wPiKvj ‡h wek¦Rbxb `„wófw½ avib K‡i‡Q Zv‡K AviI 
we¯Í…Z K‡i? Ô¶z`ª b„ZvwË¡K Rb‡Mvôxi w`b ‡divÕ ej‡j 
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of the future? Is it sufficient to widen the 

Modernist historical canon through the politics 

of inclusion? Is this broadening functioning 

instead as a new colonial model for Indigenous 

practices, or is it fostering the cosmopolitan-

ness of thought that Indigenous communities 

have always inhabited? Who does the much 

talked of “Indigenous Turn” belong to in reality? 

Is it a Western project of introspection and 

revision in the face of the ecocidal, genocidal 

and existential crisis of today?

“Sovereign Words” is aware of the risks of 

misunderstanding and misappropriation 

when non-Indigenous thinkers reach out to 

Indigenous knowledge. Yet in the face of our 

conflictive common reality, it would seem 

that today this attempt is of some urgency. 

In this spirit peers to “Sovereign Words”, 

are commissioned to write texts relevant to 

their practice (poetry, art historical, fiction, 

legal, amongst others), and invited to a short 

residency in Dhaka, Bangladesh to meet and 

share ideas with their international equals. 

Following this, they will present and debate 

publicly their texts and thinking within the 

context of one of Asia´s most flourishing arts 

forum, the Dhaka Art Summit. A publication 

bringing together the resulting texts by all peers 

in the programme, will be launched later in 2018.

Convening writing peers from Indigenous 

communities from the six continents, including 

South Asia, Aboriginal and Torres Strait Islander 

peoples, First Nations from Turtle Island (aka 

Canada), Māori from Aotearoa (aka New 

Zealand), and peers from Sapmi (Sami territory 

comprising Norway, Sweden, Finland, and parts 

of Russia), “Sovereign Words” will confront 

some of the burning questions that underlie the 

Avm‡j Kv‡`i K_v ejv nq| cwi‡ek aŸsm Kiv, MYnZ¨v 
Pvjv‡bv, I Aw¯Í‡Z¡i msK‡Ui  g‡a¨ wb‡R‡K  ms‡kvab 
Ki‡ZB wK Gme cÖKí Pvjv‡”Q cwðgv wek¦?
¶z`ª b„ZvwË¡K Rb‡Mvôxi m`m¨ bq Ggb gvby‡liv 
†`kR ms¯‹…wZ m¤c‡K© aviYv †c‡Z PvB‡j A‡bK fzj 
†evSveywSi m¤¢vebv _v‡K| ZviciI, Avgv‡`i mgwš^Z 
mv·Nwl©K ev¯ÍeZvi g‡a¨I GB D‡`¨v‡Mi cÖ‡qvRbxqZv 
¯^xKvi Ki‡ZB n‡e| GB ‡PZbvq Ômf&wib IqvW©‡m&iÕ 
m`m¨‡`i‡K Zv‡`i ms¯‹…wZi wewfbœ w`K (KweZv, wk‡íi 
BwZnvm, Kvwnbx, AvBb e¨e¯’v, BZ¨vw`) wb‡q wjL‡Z 
AvnŸvb Kiv nq| Gmgq Gme †jLK‡K Zv‡`iB gZ 
AvšÍR©vwZK A½‡b Kg©iZ wewfbœ e¨w³‡Z¡i mv‡_ fvebv 
wewbg‡qi my‡hvM K‡i w`‡Z ¯^í mg‡qi Rb¨ XvKvq 
Avgš¿Y Rvbv‡bv| Gici, Gwkqvq me‡P‡q `ªæZ cÖmvigvb 
wkí m‡¤§jb XvKv AvU© mvwg‡U Zviv Zv‡`i wbR¯^ †jLv 
I wPšÍvaviv m¤c‡K© †Lvjv‡gjv Av‡jvPbvq AskMÖnY 
Ki‡eb| 2018 mv‡jB Abyôv‡bi me e³vi †jLv I e³e¨ 
GKwU Mªš’vKv‡i cÖKvk Kiv n‡e|
mf&wib IqvW©‡m `w¶Y Gwkqv, A¨v‡evwiwRbvj I U‡im 
‡÷ªBU AvBj¨v‡Ûi Awaevmx, UvU©j AvBj¨vÛ (KvbvWv bv‡g 
cwiwPZ)-Gi dv÷© †bkb&m, AvI‡Uqv‡ivqv (wbDwRj¨vÛ 
bv‡g cwiwPZ)-Gi gvIwi Rb‡Mvôx, mvc&wg (biI‡q, 
myB‡Wb, wdbj¨vÛ, I ivwkqvi wKQz Ask wb‡q ˆZwi mvwg 
AÂj)-mn QqwU gnv‡`k †_‡K wewfbœ †jL‡`i Avgš¿Y 
Rvbv‡bv n‡e| Zviv we‡k¦i wewfbœ RvqMvi wkíx‡Mvôxi 
KvVv‡gvi cwieZ©‡bi d‡j D™¢zZ bvbvb welq wb‡q K_v 
ej‡eb|
¶z`ª b„ZvwË¡K †Mvôxi wPšÍ‡Kiv cwðgv Av`‡k©i Kv‡Q 
MªnY‡hvM¨Zv cvIqvi Rb¨ KvR Ki‡Qb bv| eis Zviv 
cÖvPxb, cÖfvekvjx I mnve¯’vbKvix wPšÍvaviv wn‡m‡e 
¯^xK…wZ Kvgbv K‡ib| c„w_ex Ry‡o MZ 30 eQ‡i cÖvPxb 
Rb‡Mvôx¸‡jvi wb‡R‡`i wkíx I †jLK‡`i ga¨ †_‡KB 
wewfbœ mgv‡jvPbvg~jK wPšÍvi cÖKvk †e‡o‡Q| GwU 
mgv‡jvPbvg~jK wPšÍv I wkí Av‡›`vjb‡K DrmvwnZ K‡i‡Q 
hvi K…wZZ¡ `vwe K‡i cwðgviv| eZ©gv‡b †`kR I †`kR-
bq Ggb wPšÍvavivi wg‡kj m¤c‡K© m‡PZb †_‡K GwU‡K 
M‡o †Zvjv n‡”Q| m¤cÖwZ ¶z`ª b„ZvwË¡K †Mvôxi wkíx‡`i 
KvR wb‡q wewfbœ cÖ`k©bx, Drme, wØevwl©K m‡¤§jb I 
wkí ‡gjvq cÖ`k©‡bi I Rv`yN‡i msi¶‡Yi wel‡q e¨vcK 
AvMªn †`Lv †`qvq AvšÍR©vwZK A½‡b wkí‡K Ô‡`kxqKib/
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shifting structures of art communities across the 

world today. 

Indigenous thinkers are not seeking acceptance 

from the Western canon, but recognition as an 

ancient, highly influential and neighbourly body 

of discourse. Indigenous criticism from within 

the Indigenous artists and writers communities, 

and with a big C as Westerns know it, has 

been emerging globally for 30 years now. It has 

inspired critical thinking and artistic movements 

which the Western canon heralds as their 

own. Today, it is being built with an awareness 

of multiple and entangled perspectives, 

Indigenous and non-Indigenous. The so-called 

‘Indigenisation’ of the global arts world is much 

referred to, as artistic and other creative voices 

from Indigenous communities are increasingly 

sought after for exhibitions, festivals, biennials 

and art fairs, and as museums race to 

consider the global-ness of their museological 

practices. Within this context, cultural workers 

(Indigenous and non-Indigenous) are facing 

the challenge of engaging meaningfully and 

ethically with the history, present and future of 

Indigenous arts and thoughts. 

“Sovereign Words” is the 2018 iteration of 

OCA’s Critical Writing Ensembles (CWE) 

developed by Katya García-Antón (Director/ 

Chief Curator, OCA) in collaboration with 

Antonio Cataldo (Curator, OCA). It comprises 

more than 20 peers, and benefits from the 

collaboration of Dhaka Art Summit, Artspace 

Sydney and The Australia Council for the 

Arts. CWE is a long-term platform initiated by 

OCA, to strengthen critical writing within the 

arts (through research, commissions, debates, 

publishing and peer-network building), across 

geographies and creative communities within 

Avw`evmxKi‡bi cªwµqvÕ  Pj‡Q e‡j g‡b K‡ib A‡b‡K| 
GB ‡cÖ¶vc‡U, ¶z`ª b„ZvwË¡K Rb‡Mvôx I Ab¨vb¨ 
Rb‡Mvôxi ms¯‹…wZKg©xiv ‡`kR wkí I wPšÍvi AZxZ, 
eZ©gvb, I fwel¨Z‡K A_©c~Y©fv‡e I bxwZMZfv‡e AšÍ‡i 
aviY Ki‡Z wewfbœ P¨v‡j‡Äi m¤§yLxb n‡”Qb| 
IwmG-Gi cwiPvjK I cÖavb wKD‡iUi KvwUqv Mvwm©qv-
A¨v›Ub I  IwmG-Gi wKD‡iUi A¨v›UwbI KvUv‡ìvi 
M‡o †Zvjv wµwUK¨vj ivBwUs Abm¤^&j (wmWweøDG)-Gi 
2018 mv‡ji ms¯‹iY n‡”Q Ômf&wib IqvW©m&Õ|  G‡Z 
20 R‡biI ‡ewk mggh©v`v m¤cbœ m`m¨ i‡q‡Q| GwU 
`¨ A‡÷ªwjqv KvDwÝj di `¨ AvU©m, AvU©‡¯úm wmWwb I 
XvKv AvU© mvwg‡Ui KvQ †_‡K wewfbœ iK‡gi mnvqZv †c‡q 
_v‡K| IwmG-Gi ïiæ Kiv GKwU `xN© ‡gqvw` wgjb¯’j ev 
cø¨vUdg© n‡”Q wmWweøDG| GwU M‡elYv, digv‡qk, weZK©, 
cÖKvkbv I wcqvi †bUIqv‡K©i gva¨‡g wewfbœ ai‡bi wkí 
wb‡q biI‡q I Zvi evB‡ii wewfbœ †fŠ‡MvwjK AÂ‡j 
Ges m„wókxj gvbyl‡`i g‡a¨ mgv‡jvPbvg~jK †jLv‡K 
AviI kw³kvjx Ki‡Z KvR K‡i hv‡”Q| GwUi GKwU 
cÖviw¤¢K e³e¨ 2015 mv‡j D‡Øvab Kiv n‡qwQj gnvivRv 
mvqvwiRvI BDwbfvwm©wU Ad e‡iv`v, BwÛqvq| IwmG-
gnvivRv mvqvwiRvI BDwbfvwm©wU Ad e‡iv`vi mv‡_ 
wgwjZ fv‡e †UK Ab AvU© g¨vMvwRb AbyôvbwUi Av‡qvRb 
K‡iwQj| XvKv AvU© mvwg‡Ui mv‡_ ‡hŠ_fv‡e 2016 mv‡j 
wmWweøDG-Gi cÖ_g ms¯‹iY cwi‡ekb Kiv n‡qwQj| 
G msµvšÍ GKwU cÖKvkbv gy‡R cvewjwks I IwmG-Gi 
I‡qemvB‡U cvIqv hvq| wmWweøDG 2016-Gi wKD‡iUi 
wQ‡jb KvwUqv Mvwm©qv-A¨v›Ub (cwiPvjK/wKD‡iUi, 
IwmG) I A¨v›UwbI KvUv‡ìv (wKD‡iUi, IwmG)| IB 
cÖKvkbvq 23 Rb wcqvi ev mgK¶ e¨vw³i †jLv cÖKvk 
Kiv nq| †jLK‡`i `yB Z…ZxqvskB `w¶b Gwkqvi Ges 
evwKiv (biI‡q mn) BD‡iv‡ci wewfbœ †`‡ki| GwU †cÖv-
n¨vj‡fwkqvi KvQ †
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and beyond Norway. A preface iteration 

was launched in 2015 in Maharaja Sayarijao 

University of Baroda, India (organised by 

TAKE on art magazine, in partnership with the 

Maharaja Sayajirao University of Baroda and 

in collaboration with OCA). The first edition 

of CWE was presented in collaboration with 

the Dhaka Art Summit in February of 2016 (a 

publication of this is available through Mousse 

Publishing and OCA websites). CWE 2016, 

curated by Katya García-Antón (Director/ Chief 

Curator, OCA) in collaboration with Antonio 

Cataldo (Curator, OCA), comprised 23 writing 

peers, about two thirds of which were from 

South Asia, and one third from the Europe 

(including Norway), and benefited from the 

collaboration of Pro Helvetia. 

ÁNDE SOMBY is a writer, yoiker (yoik is the 

Sámi way of singing or chanting; and the musical 

modus of yoiks differs from what is commonly 

known in Euro-American music) and Associate 

Professor of Law at UiT (Arctic University of 

Norway) where he specialises in Indigenous 

rights law. Somby was born in 1958 in Buolbmat 

in the Deatnu (Tana in Norwegian) municipality 

on the Norwegian side of Sápmi. He is the 

former Chair of the Centre for Sámi Studies 

at UiT and former leader of Sámiid Nuoraid 

Searvi (Sámi Youth Association in Kárášjohka, 

1976–78). Somby has performed extensively as 

a yoiker since 1976, and has occasionally also 

lectured on the subject. His writings include: 

“How to recruit Samis to higher education and 

to research, items on an agenda of actions” (Sin 

neste som seg selv: Ole D. Mjøs 60 år 8. mars 

1999, ed. by Arthur Arntzen, Jens-Ivar Nergård, 

and Øyvind Norderval, 1999) and “The Legal 

situation of The Nordic Indigenous Peoples” 

Av‡›` mw¤^ GKRb †jLK, BIBKvi (BIBK nj mvwg 
Rb‡Mvôxi GKwU msMx‡Zi aviv, hv BD‡ivc-Av‡gwiKvq 
cwiwPZ avivi †_‡K wKQzUv Avjv`v)| wZwb biI‡q’i 
AvK©wUK wek¦we`¨vj‡q AvBb wefv‡Mi mn‡hvMx Aa¨vcK, 
Ges wZwb Avw`evmx‡`i AwaKvi AvBb wb‡q KvR Ki‡Qb| 
mw¤^’i Rb¥ 1958 mv‡j mvcwg’i biI‡qwRqvb As‡ki 
wWUby (biI‡qwRqv‡Z Uvbv) wgDwbwmcvwjwUi eyDj¦gvU 
G | wZwb BDAvBwU‡Z mvwg ÷vwW‡Ri †Pqvicvimb 
wQ‡jb Ges wZwb Kvivm‡RvKvq mvwg hye ms‡Ni mv‡eK 
cÖavb (1976-78)| 1976 †_‡K wZwb GKRb cÖwZwôZ 
BIBKvi wn‡m‡e msMxZ cwi‡ekb K‡i Avm‡Qb Ges 
G wel‡q e³e¨I †i‡L‡Qb| Zuvi †jLv¸‡jvi g‡a¨ 
D‡jøL‡hvM¨ nj ‘wKfv‡e mvwg‡`i D”Pwk¶v MÖn‡Y DØy× 
Kiv hvq Ges wewfbœ M‡elYvg~jK welqvw`‡Z AskMÖnY 
Kiv‡bv hvq’, (Sin neste som seg selv: Ole D. Mjøs 
60 år 8. mars 1999, m¤úv`bvq Av_©vi Av›U©‡Rb, 
†RÝ-AvBfvi †bM©vW© Ges IBwfÛ bW©vifvj, 1999), 
‘bwW©K Avw`evmx‡`i AvBwb Ae¯’v’ (cÖKvkKvj: 1999 
bwW©K Rywi m‡¤§jb) Ges g¨vMbvmnv‡fjy` Gi ‘BIBK 
Ges ÁvbZË¡’ (1995)|



443

(paper presented at the 35th Nordic Jurist 

Assembly, 1999) and “Yoik and the Theory of 

Knowledge” (Kunnskap og utvikling, ed. by 

MagnusHaavelud, 1995).  

BIUNG ISMAHASAN is a curator and 

researcher, currently working on his PhD in 

Curating at the University of Essex’s Centre 

for Curatorial Studies. Belonging to the Bunun 

Nation of Taiwanese Indigenous groups, he 

is awarded PULIMA Art Award (the first 

national art award dedicated to Indigenous 

contemporary art), and exhibited at Kaohsiung 

Museum of Fine Arts in Southern Taiwan. His 

research involves issues of contemporary 

Indigenous curatorial practice and aesthetics, 

focusing on the curation of Taiwanese 

Indigenous contemporary art. His current 

research emphasises the issues of participation, 

performativity and the historiography of 

Indigenous curation and exhibition design. 

His most notable curatorial projects includes, 

Anti-Alcoholism: an Indigenous performative 

encounter 2014-2018, an international 

performance art exchange of Indigenous artists 

from Taiwan.  

CANDICE HOPKINS (Tlingit/Welsh/

Japanese, citizen of Carcross/Tagish First 

Nation) is an independent curator and writer 

based in Albuquerque, New Mexico. She was 

a curator for documenta14 in Athens, Greece, 

and Kassel, Germany, and has held curatorial 

positions at the IAIA (Institute of American 

Indian Arts) Museum of Contemporary Native 

Arts, Santa Fe; the National Gallery of Canada, 

Ottawa; the Western Front, Vancouver; and 

the Walter Phillips Gallery at the Banff Centre. 

Her writings on history, art, and vernacular 

architecture have been published by Mousse; 

†weqs Bm&gvnvmvb GKRb M‡elK Ges wKD‡iUi, 
whwb eZ©gv‡b G‡m· wek¦we`¨vj‡qi †m›Uvi di 
wKD‡i‡Uvwiqvj ÷vwW‡R wKD‡iwUs‡qi Dci wcGBPwW 
Ki‡Qb| ZvBIqv‡bi eybvb DcRvwZi DËim~ix weqs 
wcBDGjAvBGgG cyi¯‹v‡i f‚wlZ n‡q‡Qb (Avw`evmx‡`i 
mgmvgwqK wkí welqK GUvB cÖ_g cyi¯‹vi)| Zuvi KvR 
`w¶Y ZvBIqv‡bi KvIwmqs wkí Rv`yN‡i cÖ`wk©Z nq| 
Zuvi M‡elYvq D‡V Av‡m AvaywbK Avw`evmx wkí Ges 
Zv cÖ`k©bxi welqvw` wKD‡ikb, we‡kl K‡i ZvBIqv‡bi 
Avw`evmx‡`i wkí I wk‡íi aviv Zuvi cÖ`k©bx‡Z wZwb 
Av‡jvKcvZ K‡ib| Zvui eZ©gvb M‡elYvq D‡V G‡m‡Q 
Avw`evmx wk‡íi wKD‡ikb, cÖ`k©b Ges HwZnvwmKZv| 
Zuvi me‡P‡q D‡jøL‡hvM¨ wKD‡i‡Uvwiqvj cÖKí¸‡jvi g‡a¨ 
Av‡Q G¨vw›U-G¨vj‡KvnwjRg: G¨vb BwÛwRbvm cvid‡g©wUf 
GbKvD›Uvi 2014-2018, hv wQ‡jv ZvBIqv‡bi Avw`evmx 
wkíx‡`i wb‡q GKwU AvšÍR©vwZK wkí wewbgq Drme|

K¨vwÛm ncwKÝ (wZøswMr/I‡qjk/Rvcvbx, 
Kviµ‡mi bvMwiK/UvwMk Avw`evmx) AvjeyKvK©, wbD 
†gw·‡Kvi GKRb ¯^vaxb wKD‡iUi Ges †jLK| 
wZwb MÖx‡mi G‡_Ý Ges Kv‡mj, Rvg©vwb‡Z Av‡qvwRZ 
WKz‡g›Uv 14 Gi GKRb wKD‡iUi wQ‡jb| GQvovI wZwb 
AvBGAvBG (BwÝUwUDU Ad Av‡gwiKvb BwÛqvb AvU©m), 
wgDwRqvg Ad K‡›U‡¤úvivwi †bwUf AvU©m, m¨v›Uv †d; 
b¨vkbvj M¨vjvwi Ad KvbvWv, A‡Uvqv; `¨ I‡q÷vb© d«›U, 
f¨vbKzfvi; Iqvëvi wdwjcm M¨vjvwi, evb&d †m›Uv‡i 
wKD‡iU‡ii f‚wgKv cvjb K‡ib| BwZnvm, wkí Ges 
†`kxq ¯’vcZ¨Kjv wb‡q Zuvi †jLv cÖKvwkZ n‡q‡Q gyR&; 
GgAvBwU ‡cÖm; eø¨vKWM cvewjwks, wifjfvi †cÖm, 
GbIqvBBD; `¨ wdwjc wiwfD; `¨ b¨vkbvj wgDwRqg 
Ad w` Av‡gwiKvb BwÛqvb mn AviI K‡qK RvqMvq| 
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MIT Press; BlackDog Publishing; Revolver 

Press, NYU; the Fillip Review; and the National 

Museum of the American Indian; among others. 

Hopkins has lectured widely at venues including 

the Witte de With, Rotterdam; Tate Modern, 

London; the Dakar Biennale; Tate Britain, 

London; and the University of British Columbia, 

Vancouver. In 2012, Hopkins was invited to 

present a keynote lecture on the topic of the 

‘sovereign imagination’ for documenta 13. Her 

exhibition, Sakahàn: International Indigenous 

Art, co-curated with Greg Hill and Christine 

Lalonde, was the National Gallery of Canada’s 

largest survey of recent Indigenous art. Hopkins 

was co-curator of the 2014 SITE Santa Fe 

biennial exhibition, Unsettled Landscapes. In 

2014, she received the Joan Lowndes award 

from the Canada Council for the Arts for 

excellence in critical and curatorial writing, and 

in 2016 the Prix pour un essai critique sur l’art 

contemporain by the Foundation Prince Pierre 

de Monaco.

DANIEL BROWNING is an Aboriginal 

journalist, radio broadcaster, documentary 

maker, sound artist and writer. Currently, he 

produces and presents Awaye!, the Indigenous 

art and culture programme on ABC RN, a 

specialist radio network of Australia’s national 

broadcaster. Awaye! surveys contemporary 

Indigenous cultural practice across the arts 

spectrum. A visual arts graduate, Daniel is also 

a widely-published freelance arts writer. He is 

a former guest co-editor of Artlink Indigenous, 

a publication produced regularly since 1990 

by Artlink Magazine, a quarterly Australian 

contemporary arts journal. He is the curator 

of Blak Box, an immersive sound installation in 

the newly-redeveloped precinct on the western 

foreshore of Sydney Harbour. He studied 

ncwKÝ GQvovI we‡k¦i †ekwKQz ¯’v‡b e³e¨ †i‡L‡Qb, 
†hgb: DB‡Æ †W DB_, iUvi&Wvg; †UU gWvb©, jÛb; WvKvi 
we‡qbv‡j; †UU weª‡Ub, jÛb; f¨vbKzfv‡ii BDwbfvwm©wU 
Ad weªwUk Kjvw¤^qv, BZ¨vw`| 2012 G AbywôZ WKz‡g›Uv 
13 ‡Z ‘¯^Zš¿ Kíbv’i Dc‡i e³e¨ cÖ`v‡bi Rb¨ Zuv‡K 
Avgš¿Y Rvbv‡bv nq| Zuvi cÖ`k©bx mvKvnvb: AvšÍR©vwZK 
Avw`evmx wkí, hv wZwb †MÖM wnj Ges wµw÷b jv‡jv‡Ûi 
mv‡_ ‡Kv-wKD‡iU K‡iwQ‡jb, Zv wQ‡jv mv¤úªwZKKv‡j 
b¨vkbvj M¨vjvwi Ad KvbvWv’i me‡P‡q eo Avw`evmx 
wkí cÖ`k©bx| ncwKÝ 2014’i GmAvBwUB Avb‡mUjW 
j¨vÛ‡¯‹cm wk‡ivbv‡g m¨v›Uv †d wØevwl©K cÖ`k©bxi ‡Kv-
wKD‡iUi wQ‡jb| 2014 †Z wZwb KvbvWv wkí cwil` 
†_‡K M‡elYv I mgv‡jvPbvg~jK †jLvi Rb¨ †Rvqvb 
†jŠ‡Ûm& cyi¯‹vi jvf K‡ib| 2016 †Z wZwb dvD‡Ûkb 
wcÖÝ wc‡q‡i ‡` †gvbv‡Kv †_‡K mgmvgwqK wk‡íi Dci 
GKwU mgv‡jvPbvg~jK cªe‡Üi Rb¨ (prix pour un essai 
critique sur l’art contemporain) cyi¯‹vi jvf 
K‡ib|

W¨vwb‡qj eªvDwbs GKRb Avw`evmx mvsevw`K, 
†eZvi m¤úªPviK, cªvgvY¨wPÎ wbg©vZv, kã wkíx Ges 
†jLK| eZ©gv‡b wZwb A‡÷ªwjqvi RvZxq †eZv‡ii 
we‡kl P¨v‡bj Gwewm AviGb †eZv‡i Avw`evmx‡`i Rb¨ 
A¨vI‡qB! bv‡g GKwU Abyôvb cÖ‡hvRbv I Dc¯’vcbv 
K‡ib| AvI‡qB! wkíRM‡Zi Pjgvb Avw`evmx mvs¯‹…
wZK PP©v wb‡q KvR K‡i| GKRb wfRyqvj AvU©m& ¯œvZK 
W¨vwb‡qj GKRb ¯^bvgab¨ wd«j¨vÝ wkí-‡jLKI e‡U| 
c~‡e© wZwb ÔAvU©wjsK BwÛwRbvmÕ cÖKvkbvi AwZw_ mn-
m¤úv`K wQ‡jb|
ÔAvU©wjsK BwÛwRbvmÕ cÖKvkbvwU‡K A‡÷ªjxq mgmvgwqK 
ˆÎgvwmK wkí cwÎKv AvU©wjsK 1990 †_‡K wbqwgZ 
cÖKvk K‡i Avm‡Q| GQvovI wZwb wmWwb e›`‡ii 
becyb:ms®‹viK…Z cwðg As‡k Aew¯’Z eøvK e· bv‡g 
GKwU Bgvwm©f mvDÛ BÝU‡jkb Gi wKD‡iUi| wZwb 
KzBÝj¨vÛ cÖhyw³ wek¦we`¨vjq †_‡K wfRyqvj AvU©‡m ¯œvZK 
Kivi Av‡M KzBÝj¨vÛ wek¦we`¨vjq †_‡K Bs‡iwR Ges 
wkíKjvi BwZnvm wb‡q cov‡kvbv K‡i‡Qb| W¨vwb‡qj 
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English and Art History at the University of 

Queensland before graduating with a degree 

in visual arts from the Queensland University 

of Technology. Daniel is a descendant of 

the Bundjalung and Kullilli peoples of far 

Northern New South Wales and Southwestern 

Queensland.

DAVID GARNEAU (Métis) is Associate 

Professor of Visual Arts at the University of 

Regina. His practice includes painting, curation, 

and critical writing. With Kathleen Ash Milby, 

he recently co-curated Transformer: Native Art 

in Light and Sound,  at the National Museum 

of the American Indian, New York; Moving 

Forward, Never Forgetting, with Michelle 

LaVallee: an exhibition concerning the legacies 

of Indian Residential Schools, other forms of 

aggressive assimilation, and (re)conciliation, 

at the Mackenzie Art Gallery in Regina; and 

With Secrecy and Despatch with Tess Allas: an 

international exhibition about the massacres of 

Indigenous people and memorialisation, for the 

Campbelltown Art Centre, Sydney. Garneau has 

given numerous talks in Australia, New Zealand, 

the United States, and throughout Canada. 

His work is part of a five-year SSHRC (Social 

Sciences and Humanities Research Council of 

Canada) funded curatorial research project, 

‘Creative Conciliation’, and he is working on a 

commissioned public art project in Edmonton, 

Alberta. His paintings can be found in numerous 

public and private collections. 

DJON MUNDINE, OAM (Medal of the 

Order of Australia), is a curator, writer, artist 

and activist. He has held prominent curatorial 

positions in many national and international 

institutions, including the Art Gallery of New 

South Wales, Museum of Contemporary Art, 

Sydney and Queensland Art Gallery, Brisbane. 

DËi wbD mvD_ I‡qj‡mi evÄvjys Ges `w¶Y-cwðg 
KzBÝj¨v‡Ûi Kzwjwj Avw`evmx‡`i DËim~ix| 

WwfW Mv‡bŠ© (‡gwUm&) †iwRbv wek¦we`¨vj‡q wfRyqvj 
AvU©‡mi mn‡hvMx Aa¨vcK| Zuvi Kv‡Ri g‡a¨ Av‡Q 
wPÎv¼Y, wKD‡ikb, Ges mgv‡jvPbvg~jK †jLvwjwL| 
m¤úªwZ wZwb K¨v_wjb G¨vk wgjwe’i mv‡_ wbDBq‡K© 
Aew¯’Z gvwK©b Avw`evmx Rv`yN‡i AbywôZ UªvÝdg©vi: 
†bwUf AvU© Bb jvBU G¨vÛ mvDÛ ‡Kv-wKD‡iU K‡ib| 
†iwRbv wek¦we`¨vj‡qi g¨v‡KwÄ AvU© M¨vjvwi‡Z wg‡kj 
jvfvwj’i mv‡_ ‘gywfs diIqvW©, ‡bfvi di‡MwUs’ bv‡g 
GKwU wkí cÖ`k©bxi ‡Kv-wKD‡iU K‡ib hv, AvµgbvZ¥K 
AvËxKiY Ges cybwg©jb Gi Ab¨vb¨ iƒc¸‡jv, Avw`evmx 
AvevwmK ¯‹zj¸‡jvi DËivwaKvi wel‡qi Dc‡i nq| 
†Um G¨vjv‡mi mv‡_ K¨v¤ú‡ej AvU© †m›Uvi, wmWwb‡Z 
‘DB_ wm‡µwm G¨vÛ wWmc¨vP’ wk‡ivbv‡g Avw`evmx‡`i 
Dc‡i msNwUZ MYnZ¨v Ges Zvi ¯§„wZ msi¶Y wb‡q 
GKwU AvšÍR©vwZK cÖ`k©bxi Av‡qvRb K‡ib| Mv‡b©Š 
A‡÷ªwjqv, wbDwRj¨vÛ, gvwK©b hy³ivóª, Ges KvbvWv Ry‡o 
K‡qKwU ÿz`ª e³„Zv †`b| Zuvi KvR¸‡jv g~jZ †mvk¨vj 
mv‡q‡Ým G¨vÛ wnDg¨vwbwUR wimvP© KvDwÝj, KvbvWv’i 
(GmGmGBPAviwm) c„ô‡cvlKZvq cuvP eQi †gqv`x GKwU 
M‡elYv cÖKí ev ‘wµ‡qwUf KwÝwj‡qkb’- Gi Ask Ges 
wZwb GWg›Ub, G¨vjevU©v‡Z GKwU cvewjK AvU© cÖ‡R‡± 
KvR Ki‡Qb| A‡bK MYmsMÖnkvjv Ges e¨w³MZ msMÖ‡n 
Zuvi AvuKv Qwe †`Lv hvq|

wWRb gvwÛb, IGGg (A‡÷ªjxq ivóªxq c`K) 
GKRb wKD‡iUi, †jLK, wkíx Ges A¨vw±wf÷| †ekwKQz 
RvZxq Ges AvšÍR©vwZK cÖwZôv‡b wZwb wKD‡iUi wn‡m‡e 
D‡jøL‡hvM¨ f‚wgKv cvjb K‡i‡Qb| Gi g‡a¨ Av‡Q 
AvU© M¨jvwi Ad wbD mvD_ I‡qjm, wgDwRqvg Ad 
K‡›U‡¤úvivwi AvU©, wmWwb Ges KzBÝj¨vÛ AvU© M¨vjvwi, 
weªm‡eb| 1979 †_‡K 1995 ch©šÍ wZwb †µv‡KvWvBj 



446

In 1993 he received the OAM for service to the 

promotion and development of Aboriginal arts, 

crafts and culture. Between 2005 and 2006 

he was Research Professor at The National 

Museum of Ethnology (Minpaku) in Osaka. 

He is a member of the Bandjalung people of 

northern New South Wales, and currently 

an independent curator of contemporary 

Indigenous art.

GAYATRI CHAKRAVORTY SPIVAK 

is one of the world’s foremost literary theorists. 

She is a University Professor at Colombia 

University and a founding member of the 

Institute for Comparative Literature and 

Society. Spivak is best known for her essay “Can 

the Subaltern Speak?” and for her translation 

of, and introduction to, Jacques Derrida’s Of 

Grammatology (Johns Hopkins University 

Press, 1976). In 2012, Spivak was awarded 

the Kyoto Prize in Arts and Philosophy as a 

critical theorist and educator speaking for 

the humanities against intellectual colonialism 

in the face of the globalised world. In 2013, 

she received the Padma Bhushan, the third 

highest civilian award given by the Republic 

of India. She has published a number of 

articles and books, including Readings (The 

University of Chicago Press, 2014); An Aesthetic 

Education in the Era of Globalisation (Harvard 

University Press, 2012); Other Asias (Blackwell 

Publishing, 2008); A Critique of Postcolonial 

Reason: Toward a History of the Vanishing 

Present (Harvard University Press, 1999); The 

Post-Colonial Critic – Interviews, Strategies, 

Dialogues (Routledge, 1990); and In Other 

Worlds: Essays in Cultural Politics (Routledge, 

1987). She will be the 2018 recipient of the 

Lifetime Scholarly Achievement Award from 

the Modern Language Association of America. 

AvBj¨vÛm& Gi wgwjsw¤^ †Z Pviæ Ges KviæKjv welqK 
Dc‡`óv wQ‡jb Ges ivwgw½wis Gi eyjv-eyjv AvU©m-G 
wKD‡iUi wQ‡jb|  1988 mvj ‡_‡K A‡÷«wjqvi RvZxq 
Rv`yN‡i cª`wk©Z n‡q Avmv ‘`¨ A¨v‡evwiwRbvj ‡g‡gvwiqvj’ 
kxl©K A‡÷«wjqvi me‡P‡q gnvb wkíKg©wU wZwb wbg©vY 
K‡ib Avb©‡ng j¨v‡Ûi GB ivwgw½wis G| 1993 †Z wZwb 
Avw`evmx‡`i wkí c„ô‡cvlKZv Ges Dbœq‡b Ae`vb ivLvi 
Kvi‡Y IGGg c`K jvf K‡ib| 2005 †_‡K 2006 
ch©šÍ wZwb ImvKvi b¨vkbvj wgDwRqvg Ad G_&‡bvjwR 
(wgbcvKz)†Z M‡elK I Aa¨vc‡Ki `vwqZ¡ cvjb K‡ib| 
wZwb wbD mvD_ I‡qj‡mi evÄvjys Rb‡Mvôxi GKRb 
m`m¨ Ges eZ©gv‡b ¯^Zš¿fv‡e Avw`evmx mgmvgwqK 
wk‡íi wKD‡iUi wn‡m‡e KvR K‡ib|

MvqÎx PµeZ©x w¯úfvK we‡k¦i cÖ_gmvwii 
mvwnZ¨ ZË¡we`‡`i GKRb| wZwb Kjvw¤^qv wek¦we`¨vj‡qi 
GKRb Aa¨vcK Ges BÝwUwUDU di K¤úv‡iwUf 
wjUv‡iPvi G¨vÛ †mvmvBwUi GKRb cÖwZôvZv m`m¨| 
wZwb Zuvi cÖeÜ ‘K¨vb `¨ mvevëvb© w¯úK?’(mveAjUvb©iv wK 
ej‡Z cv‡i?) Ges 1976 mv‡j Rb ncwKÝ BDwbfvwm©wU 
†cÖm †_‡K cÖKvwkZ R¨v‡Km †WwiWv’i cÖeÜ ‘Ad 
MÖvgv‡UvjwR’ Abyev` Ges gyLeÜ †jLvi Gi Rb¨ me‡P‡q 
†ewk cwiwPZ | 2012 †Z w¯úfvK‡K ÔwK‡qv‡Uv cÖvBR Bb 
AvUm© GÛ wd‡jvmwdÕ cyi¯‹v‡i f‚wlZ Kiv nq wµwUKvj 
w_‡qvwi÷ Ges wk¶vwe` wn‡m‡e wek¦Rbxb eyw×e„wËK 
Jcwb‡ewkKZvi weiæ‡× gvbweKZvi c‡ÿ K_v ejvi 
Rb¨| 2013 †Z wZwb fviZ miKvi KZ©…K fvi‡Zi Z…
Zxq m‡e©v”P †emvgwiK m¤§vbbv cÙf‚l‡Y f‚wlZ nb| wZwb 
†ekwKQz cÖeÜ Ges eB cÖKvk K‡ib, hvi g‡a¨ Ab¨Zg 
nj wiwWsm (wkKv‡Mv wek¦we`¨vjq †cÖm, 2014); G¨vb 
G¨v‡¯’wUK GWz‡Kkb Bb w` Giv Ad ‡MøvevjvB‡Rkb 
(nvf©vW© wek¦we`¨vjq †cÖm, 2012); Av`vi GwkqvR 
(eø¨vKI‡qj cvewjwks 2008); G wµwUK Ad †cv÷ 
K‡jvwbqvj wiRb: UzIqvW© G wnw÷ª Ad `¨ f¨vwbwks 
†cÖ‡R›U (nvf©vW© wek¦we`¨vjq †cÖm, 1999); `¨ †cv÷ 
K‡jvwbqvj wµwUK B›UviwfDR, ÷ª¨v‡UwRm, WvqjMm 
(iæU‡jR, 1990); Ges Bb Av`vi Iqvì©m: G‡mBR Bb 
KvjPvivj cwjwU· (iæU‡jR, 1987)| 2018 †Z wZwb 
Av‡gwiKvi AvaywbK fvlv msN †_‡K jvBdUvBg ¯‹jviwj 
A¨vwPf‡g›U A¨vIqvW© (AvRxeb weØvb K…wZ m¤§vbbv) 
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She has received eleven honourary doctorates 

and the Chevalier of the Ordre des Arts et des 

Lettres by the Government of France.

HANNAH DONNELLY (WIRADJURI) 

is a writer and artist. Renowned for her ‘cli-fi’, 

she works with text, sound and installation 

exploring Indigenous futures and responses 

to climate trauma. Hannah is the creator of 

Sovereign Trax, a record label promoting 

First Nations music through energising 

decolonisation conversations and community in 

music. She is currently working as an associate 

producer at Next Wave, a biennial festival 

based in Melbourne, Australia, which promotes 

and showcases the work of young and emerging 

artists. Donnelly recently held the solo 

exhibition Long Water, at the Yirramboi Festival, 

Arts House, North Melbourne (2017). Her recent 

group exhibitions include: The Future Leaks 

Out, Liveworks, Sydney (2017); Future Eaters, 

Monash University Museum of Art, Melbourne 

(2017); Feedback Loop, Blak Dot Gallery, 

Melbourne (2017);  and State of the Nation, 

Counihan Gallery, Melbourne (2016).

IRENE SNARBY is a Doctoral Research 

Fellow in Art History at SARP: The Sámi Art 

Research Project at UiT (Arctic University of 

Norway), where she is carrying out research 

into the works of the artist Iver Jåks for her 

PhD thesis. Snarby has worked as a curator 

within the Art Department of Riddo Duottar 

Museat (Sámi Museums of Western Finnmark) 

in Kárášjohka (Karasjok in Norwegian) and has 

been a member of the Sámi Parliament’s Art 

Acquisitions Committee for Contemporary Art. 

For the last 20-years, she has written essays, 

given lectures and been an editor for several 

publications of Sámi art. Snarby has also been 

†c‡Z P‡j‡Qb| Zuvi Szwj‡Z AviI Av‡Q GMv‡ivwU 
m¤§vbm~PK W±‡iU wWwMÖ Ges d«vÝ miKvi KZ©…K cÖ`Ë 
‡k‡fwjqvi Ad `¨ A‡`ª †` AvU©m GU †` †j‡Îm †LZve|

nvbv W‡bwj (DBivRywi) GKRb †jLK Ges wkíx| 
wZwb Zuvi KvR ‘K¬vB-dvB’ Gi Rb¨ RbwcÖq| wZwb ‡U·U, 
mvDÛ Ges BÝ&U‡jkb wb‡q KvR K‡ib, Avi Avw`evmx 
‰ewkó¨mg~n I cwi‡ek `~l‡Yi cÖfv‡e wewfbœ †`‡ki Ae¯’v 
Zz‡j a‡ib| nvbv  mf&‡iBb Uª¨v· bv‡g GKwU †iKwW©s 
†j‡ej cÖwZôv K‡ib hv †_‡K `w¶Y KvbvWv Ges my‡giæi 
Avw`evmx‡`i msMxZ cÖPvi Kiv nq Ges Jcwb‡ewkKZvi 
cÖfvegy³ Avjvcbmg~n Ges m¤úª`vq‡K m½x‡Zi ga¨ w`‡q 
†Z‡Rvgq K‡i †Zvjv nq| eZ©gv‡b wZwb †b·U I‡qf 
bvgK  A‡÷ªwjqvi †gj‡ev‡b© AbywôZ GKwU wØevwl©K 
wkí Drm‡ei mn‡hvMx cÖ‡hvRK wn‡m‡e Kg©iZ Av‡Qb, 
†hLv‡b ZiæY Ges D`xqgvb wkíx‡`i wkíKg©¸‡jv cÖ`k©b 
Kiv nq| W‡bwj m¤úªwZ DËi †gj‡ev‡b©i AvU©m nvD‡R 
AbywôZ Bqviv‡¤^vB Drm‡e Zuvi GKK cÖ`k©bx js IqvUvi 
(2017) Av‡qvRb K‡ib| GQvov wdDPvi wjKm& AvDU, 
jvBfIqvK©m&, wmWwb (2017); wdDPvi BUvm©, †gvbvk 
wek¦we`¨vjq wkí Rv`yNi, †gj‡evb© (2017); wdWe¨vK 
jyc, eø¨vK WU M¨vjvwi, †gj‡evb© (2017); Ges †÷U Ad 
`¨ †bkb, †Kvwbn¨vb M¨vjvwi, †gj‡evb© (2016) †Z Zuvi 
KvR cÖ`wk©Z n‡q‡Q|

AvBwib ¯œvvwe© biI‡q’i AvK©wUK 
wek¦we`¨vq‡ji(BDAvBwU) GmGAviwc : `¨ mvwg AvU© 
wimvP© cÖ‡R±) †Z wkíKjvi BwZnvm wel‡q GKRb W±ivj 
wimvP© †d‡jv| wZwb wkíx AvBfvi R¨vKm Gi Kv‡Ri 
Dc‡i Zuvi wcGBPwW w_wmm Ki‡Qb| wZwb Kvivm‡Rv‡Ki 
cwðg wdbgvK© mvwg Rv`yN‡ii wkí wefv‡Mi GKRb 
wKD‡iUi wn‡m‡e KvR K‡i‡Qb| GQvovI wZwb mvwg 
msm‡`i AvaywbK wkí wefv‡Mi GKRb mfvm`| cÖvq 20 
eQ‡iiI AwaK mgq a‡i wZwb mvwg wk‡íi Dc‡i wewfbœ 
cÖeÜ wj‡L‡Qb Ges e³e¨ w`‡q‡Qb| wewfbœ ¸iæË¡c~Y© 
wkí cÖKí, †hgb KvbvWvi A‡Uvqv‡Z b¨vkbvj M¨vjvwi 
Ad KvbvWvq AbywôZ mvKvnvb AvšÍR©vwZK Avw`evmx wkí 
m‡¤§jb, Ges DËi biI‡qwRqvb wkí Rv`yN‡ii mvwg wkí 
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an advisor on important art projects such as 

the International Indigenous Art exhibition 

Sakahàn: International Indigenous Art at 

the National Gallery of Canada, in Ottawa, 

and There is no, at the Sámi Art Museum at 

Northern Norwegian Art Museum.

KABITA CHAKMA comes from the 

Chittagong Hill Tracts (CHT) of Bangladesh. 

Chakma is the largest indigenous group 

in Bangladesh. She belongs to the clan of 

Raange goza, Bhudo guttthi on her maternal 

side and Borbo goza, Phoraa daagi on her 

paternal side. Kabita is a freelance researcher, 

architect, writer and occasional guest lecturer 

and teacher at the School of Design, part of 

the University of Technology, Sydney (UTS). 

She is a Coordinator of the Chittagong Hill 

Tracts Indigenous Jumma Association Australia 

(CHTIJAA), and a Community Adviser 

to BODHI (Benevolent Organisation for 

Development, Health and Insight) Australia, a 

charity organisation. Kabita’s interests include 

the history, culture, art and architecture of 

disadvantaged communities, particularly 

Indigenous peoples of the CHT, Bangladesh, 

and environmental sustainability.

KIMBERLEY MOULTON is a Yorta-Yorta 

woman with a curatorial and writing practice 

which has engaged with many museums and 

contemporary art spaces. She is Senior Curator 

of South Eastern Aboriginal Collections for 

Museums Victoria at Melbourne Museum, 

focusing on the intersection of contemporary 

First Peoples art and cultural material in 

museums. Prior to this, Moulton was Project 

Officer and Curator at Bunjilaka Aboriginal 

Cultural Centre, Melbourne Museum between 

2009 and 2015, and Assistant Curator for First 

Rv`yN‡i Av‡qvwRZ †`qvi BR †bv †Z GKRb Dc‡`óv 
wQ‡jb|

KweZv PvKgv evsjv‡`‡ki cve©Z¨ PÆMÖv‡gi 
Awaevmx| PvKgviv evsjv‡`‡ki me‡P‡q eo Avw`evmx 
Rb‡Mvôx| gv‡qi w`K †_‡K KweZv iv‡½ ‡Mvhv, fz‡Wv 
¸ÆwV Ges evevi w`K †_‡K †ev‡e©v ‡Mvhv, †dviv `vwM 
es‡ki DËim~ix| KweZv GKRb wd«j¨vÝ M‡elK, 
¯’cwZ, †jLK Ges gv‡S gv‡S wZwb wmWwb cÖhyw³ 
wek¦we`¨vj‡qi (BDwUGm) ¯‹zj Ad wWRvB‡b AwZw_ 
cÖfvlK wn‡m‡e wk¶KZv K‡i _v‡Kb| wZwb A‡÷ªwjqvi 
cve©Z¨ PÆMÖvg Avw`evmx Ry¤§ ms‡Ni (wmGBPwUAvB‡RGG) 
GKRb mgš^qKvix Ges weIwWGBPAvB(‡e‡b‡fv‡j›U 
AM©vbvB‡Rkb di †W‡fjc‡g›U, †nj&_ GÛ 
BbmvBU),A‡÷ªwjqv bvgK GK `vZe¨ msMV‡bi  GKRb 
m¤úª`vq Dc‡`óv| KweZv myweavewÂZ Rb‡Mvôx‡`i 
BwZnvm, ms¯‹…wZ I wkí wb‡q KvR Ki‡Z cQ›` K‡ib, 
we‡kl K‡i evsjv‡`‡ki cve©Z¨ PÆMÖv‡gi Avw`evmx 
Rb‡Mvôx Ges cwi‡ekMZ aviYÿgZv wb‡q Zuvi AvMÖn|

wK¤^viwj †gv‡ëvb GKRb B‡qvZ©v-B‡qvZ©v bvix 
whwb wKD‡i‡Uvwiqvj Ges †jLvwjwLi PP©vi gva¨‡g wewfbœ 
Rv`yNi Ges mgmvgwqK wkí ¯’vb¸‡jv‡Z RvqMv K‡i 
wb‡q‡Qb| wZwb †gj‡ev‡b©i wgDwRqvgm wf‡±vwiqv‡Z 
`w¶Y-c~e© Avw`evmx msMÖnkvjvi wmwbqi wKD‡iUi| wZwb 
Avw`evmx‡`i AvaywbK wkíPP©v Ges mvs¯‹…wZK Kg©Kv‡Ði 
cÖKvi‡f` wb‡q Av‡jvKcvZ K‡ib| Gi Av‡M †gv‡ëvb 
2009 †_‡K 2015’i g‡a¨ †gj‡evb© Rv`yN‡ii evwÄjvKv 
Avw`evmx mvs¯‹…wZK †K‡›`ªi cÖ‡R± Awdmvi Ges wKD‡iUi 
wQ‡jb| 2013 †Z mnKvix wKD‡iUi wQ‡jb †gj‡evb© 
Rv`yN‡i AbywôZ dv÷© wccjm cÖ`k©bxi|  cÖvwZôvwbK 
Kg©Kv‡Ði cvkvcvwk wZwb ¯^Zš¿fv‡e wKD‡iU K‡i‡Qb 
†nvq¨vi `¨ IqvUvi gyfm, †nvq¨vi BU †i÷m: w` AvU© Ad 
wWRv¤^vIqv gvivDBwj, K¬zR û‡q Avw`evmx wkí msMÖnkvjv, 
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Peoples exhibition at Melbourne Museum in 

2013. Alongside her institutional curatorial 

roles, she has independently curated: where 

the water moves, where it rests: the art of 

Djambawa Marawili, Kluge-Ruhe Aboriginal Art 

Collection, Charlottesville (2015); State of The 

Nation, Counihan Gallery, Brunswick (2016); A 

Call From The West: The Continuing Legacy 

of Mr William Cooper, Footscray Community 

Arts Centre (2016). She was also co-curator for 

Artbank Sydney Social Day 2016, RECENTRE: 

sisters, City Of Melbourne Gallery (2017); and 

co-curator with Liz Nowell of Next Matriarch, 

ACE Open Adelaide and TARNANTHI Festival 

(2017). Kimberley is an alumna of the National 

Gallery of Australia’s Wesfarmers Indigenous 

Arts Leadership Programme 2010, British 

Council ACCELERATE programme (2013), 

National Gallery of Australia International 

Curatorial Fellow at Kluge-Ruhe Aboriginal 

Collection (2015), and a Victorian Curatorial 

Representative for the First Nations Exchange 

Programme at the Venice Biennale and First 

Nations Exchange Canada (2017). Kimberley’s 

current project is lead curator on Mandela: My 

Life at Melbourne Museum and guest curator 

of the Gertrude Contemporary, Octopus, 

exhibition (2018). 

LÉULI MĀZYĀR LUNA’I ESHRĀGHI 
(Sāmoan, Persian, German, Chinese ancestries) 

is an uninvited guest in unceded Kulin Nation 

territory, and a PhD candidate at Monash 

University Art Design Architecture (MADA). 

Hailing from the Sāmoan villages of Āpia, 

Leulumoega, Si’umu, and Salelologa, his work 

centres on ceremonial-political renewal, 

languages, embodied futures, and diasporic 

and local indigeneities. He has undertaken 

residencies at Para Site, Hong Kong; the Banff 

kvj©Umwfj (2015); †÷U Ad `¨ †bkb, Kzwbn¨vb 
M¨jvwi, eªvÝDBK (2016); Ges G Kj d«g `¨ I‡q÷: 
`¨ Kw›UwbDBs †jM¨vwm Ad wg÷vi DBwjqvg Kzcvi 
dzU‡¯Œ KwgDwbwU AvU© †m›Uvi (2016) Gi| †Kv-wKD‡iU 
K‡i‡Qb AvU©e¨vsK, wmWwb †mvk¨vj †W 2016, wi‡m›Uvi: 
wm÷vm©, wmwU Ad †gj‡evb© M¨vjvwi (2017); GQvovI 
†b·U g¨vwUªqv‡K©i wjR †bv‡q‡ji mv‡_ wZwb wKD‡iU 
K‡ib Gm I‡cb G¨v‡W‡jBW Ges Uvb©vwš’ †dw÷fvj 
(2017) Gi| wK¤^vwj© b¨vkbvj M¨vjvwi Ad A‡÷ªwjqvi 
I‡qmdvg©vm© BwÛ‡Rbvm AvU© wjWviwkc †cÖvMÖvg 2010 
Ges weªwUk KvDwÝj G¨v‡·‡j‡iU †cÖvMÖvg 2013 Gi 
m`m¨| K¬zR û‡q Avw`evmx msMÖnkvjv (2015), b¨vkbvj 
M¨vjvwi Ad A‡÷ªwjqv B›Uvib¨vkbv‡ji wKD‡iUwiqvj 
†d‡jv| †fwbm we‡qbv‡j Ges dv÷© †bkb G·‡PÄ 
KvbvWv‡Z (2017) wZwb wf‡±vwiqvb wKD‡i‡Uvwiqvj 
cÖwZwbwa’i `vwqZ¡ cvjb K‡i‡Qb| wK¤^viwj’i eZ©gvb 
cÖK‡í Av‡Q †gj‡evb© wgDwRqv‡gi g¨v‡Ûjv: gvB jvBd 
Gi cÖavb wKD‡iUi Ges MvUªy©W K‡›U‡¤úvivwi, A‡±vcvm 
cÖ`k©bx (2018) Gi AwZw_ wKD‡i‡Ui `vwqZ¡ cvjb 
K‡ib|

 (wjDwj gvwRqvi jybv’B GkivwM) 
(mv‡gvqvb, cviwmK, Rvg©vb Ges Pxbv es‡kv™¢‚Z) 
A‡÷«wjqvi mvD_ ‡m›Uªvj wf‡±vwiqvi cvuPwU Avw`evmx 
A‡÷«jxq ‡Mvôxi ‡RvU Z_v Kzwjb †bk‡bi f‚L‡Û GKRb 
Abvgwš¿Z AwZw_| wZwb eZ©gv‡b †gvbvk wek¦we`¨vjq 
†_‡K AvU© wWRvBb AvwK©‡UKPv‡i (GgGwWG) wcGBPwW 
Ki‡Qb| Avwcqv, †jDjy‡gv‡qMv, wmDgy, mv‡j‡jv‡jvMv’i 
mv‡gvqvb MÖvg †_‡K Avmv GB wkíxi KvR¸‡jv g~jZ 
AvbyôvwbK ivR‰bwZK beRxebcÖ`vb-‡Kw›`ªK| wZwb Zuvi 
Kv‡Ri gva¨‡g †jvKR fvlv, cvwicvwk¦©K Ges ˆewk¦K cjøx 
ms¯‹…wZi K_v e‡jb| nsKs‡qi c¨viv mvBU; evb&d †m›Uvi 
di AvU©m G¨vÛ wµ‡qwUwfwU; e„wUk Kjvw¤^qv wek¦we`¨vjq, 
IKvbvMvb; UvDUvB c¨vwmwdK AvU©m Uªv÷, ZvgvwK 
gvKvDivD (Bs‡iwR‡Z AKj¨vÛ)-G wewfbœ †iwm‡WwÝ‡Z 
wZwb AskMÖnb K‡ib| w` G‡evwiwRwbqvj wKD‡iUwiqvj 
Kv‡jw±f/ Kv‡jw±d †` KwgmvBi A‡Uv‡±vbm& Gi †ev‡W© 
wZwb KvR K‡ib; Zvi`vwbqv½v (Bs‡iwR‡Z G¨v‡WjvBW) 
Gi eªWwkU Ges  bvi&i&g (Bs‡iwR‡Z ‡gj‡evb©) Gi Avb 
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Centre for Arts and Creativity; the University 

of British Columbia, Okanagan; and the Tautai 

Pacific Arts Trust, Tāmaki Makaurau (Auckland 

in English). He serves on the board of the 

Aboriginal Curatorial Collective / Collectif 

des commissaires Autochtones; the editorial 

advisories for Broadsheet, Tardanyangga 

(Adelaide in English) and un Magazine in Narrm 

(Melbourne in English); and the Pacific Advisory 

Group for the Melbourne Museum.  

MÁRET ÁNNE SARA is an artist whose 

work deals with political and social issues 

affecting the Indigenous Sámi people and their 

reindeer-herding communities. Sara has created 

posters, CD/LP covers, scene visuals and fabric 

prints for numerous Sámi artists, designers and 

institutions and has exhibited in the field of 

visual arts since 2003. Furthermore, she is an 

editor, journalist and published novelist. Her 

first book Ilmmiid gaskkas (In Between Worlds, 

2013), was nominated for the Nordic Council’s 

Children’s and Young People’s Literature Prize 

in 2014. She is one of the founding members 

of the Dáiddadállu / Artists’ Collective 

Kautokeino. Sara’s ongoing project Pile o’Sápmi 

was showcased, amongst others, as part of the 

documenta 14 exhibition at the Neue Neue 

Galerie, Kassel 2017. 

MEGAN COPE is a Quandamooka woman 

from North Stradbroke Island in Southeast 

Queensland. Her site-specific sculptural 

installations, video work and paintings explore 

the myths and methods of colonisation. Her 

diverse practice also investigates issues relating 

to identity, the environment, and mapping 

practices. Most recently Cope’s large scale 

sculptural installations have been curated 

into three major national survey exhibitions: 

g¨vMvwR‡bi m¤úv`Kxq Dc‡`óvgÛjx‡Z; Ges ‡gj‡evb© 
wgDwRqv‡gi c¨vwmwdK Dc‡`óv cl©‡`I KvR K‡ib|

g¨v‡i G¨vb mviv GKRb wkíx whwb mvwg 
Avw`evmx‡`i Ges †iBbwWqvi-cvjK m¤úª`vq¸‡jvi 
Dci ivR‰bwZK Ges mvgvwRK welqvw`i cÖfve wb‡q 
KvR K‡ib| mviv eû mvwg Avw`evmx wkíx, wWRvBbvi 
I cÖwZôv‡bi Rb¨  wmwW/Gjwc Kfvi, †cv÷vi, wmb 
wfRyqvj Ges d¨vweªK wcÖ›U K‡i‡Qb Ges 2003 †_‡K 
wZwb Zuvi KvR cÖ`k©bx K‡i Avm‡Qb| GQvovI wZwb 
GKRb m¤úv`K, mvsevw`K Ges cÖKvwkZ Jcb¨vwmK| 
Zuvi cÖ_g MÖš’ BjwgW Mvm&°vm (Bb weUzBb Iqvì©m, 
2013) bwW©K cwil` Gi wPj‡WªbÕm GÛ Bqs wccjÕm 
wjUv‡iPvi cÖvB‡Ri Rb¨ 2014 †Z g‡bvwbZ n‡qwQ‡jb| 
wZwb `vBÏv`vjy/AvwU©÷mÕ Kv‡jw±f K‡Uv‡KB‡bv’i GKRb 
cÖwZôvZv m`m¨| mviv’i Pjgvb cÖKí cvBj IÕmvcwg Zuvi 
AviI wKQz Kv‡Ri mv‡_ WKz‡g›Uv 14 Gi GKwU Ask 
wn‡m‡e 2017 †Z Kv‡m‡j wbDB wbDB M¨vjvwi‡Z cÖ`wk©Z 
n‡q‡Q| 

†gMvb †Kvc `w¶Y-c~e© KzBÝj¨v‡Ûi DËi 
÷ª¨vW‡eªvK Øx‡ci †KvqvÛvgyKv Rb‡Mvôxi GKRb bvix| 
Zuvi mvBU-¯ú¨v‡mwdK fv®‹h©wfwËK BÝU‡jkb¸‡jv‡Z, 
wfwWI¸‡jv‡Z Ges AuvKv Qwe¸‡jv‡Z D‡V G‡m‡Q 
Jcwb‡ewkK‡bi c×wZmg~n Avi DcK_vmg~n| Zuvi 
wewPÎ wkíPP©vi g‡a¨ AviI Av‡Q cwiwPwZ, cwi‡ek 
Ges gvbwPÎ wb‡q KvR| Lye m¤úªwZ, ‡Kv‡ci eo gv‡ci 
wKQz fv®‹h©wfwËK BÝU‡jkb wZbwU eo eo RvZxq 
M‡elYv cÖ`k©bx‡Z cÖ`wk©Z n‡q‡Q, G¸‡jv nj: wbD 
mvD_ I‡qj‡mi AvU© M¨vjvwi‡Z AbywôZ `¨ b¨vkbvj 
(2017); wWdvBs G¤úvqvi: _vW© b¨vkbvj BwÛ‡Rbvm& 
AvU© wUª‡qbvj, b¨vkbvj M¨vjvwi Ad A‡÷ªwjqv cvK©m 
(2017); Ges ‡gj‡ev‡b©i GwmwmG (A‡÷ªwjqvb ‡m›Uvi 
di K‡›U‡¤úvivwi AvU©)-G AbywôZ mf&‡iBw›U (2016)| 
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The National, Art Gallery of New South 

Wales (2017); Defying Empire: 3rd National 

Indigenous Art Triennial, National Gallery of 

Australia Parkes (2017); and Sovereignty at 

ACCA (Australian Centre for Contemporary 

Art), Melbourne (2016). Her work has been 

exhibited widely, in exhibitions at Next Wave 

Festival Screen Space, Melbourne (2014); 

Incinerator Gallery, Sydney (2013); My Country: 

I Still Call Australia Home, Gallery of Modern 

Art, Brisbane (2013); Para Site, Hong Kong 

(2013); Tony Albert Wellington City Gallery, 

New Zealand (2010); and the ARC Biennial, 

Brisbane (2009). In 2014 she was selected for 

the Victorian Aboriginal Art Award, in 2011 she 

won the Churchie National Emerging Art Prize, 

and in 2009 was a finalist for the Clayton Utz 

Travelling Scholarship and won the Sunshine 

Coast Art Prize. Her work is present in many 

national public art collections, including: 

Australian Parliament House, Canberra; Mater 

Hospital, Brisbane; Gold Coast University 

Hospital, Gold Coast; Redlands Art Gallery, 

Redlands; and the NEWflames Anne Gamble 

Myer Collection, Brisbane.

MEGAN TAMATI-QUENNELL is 

Curator of Modern and Contemporary Māori 

and Indigenous Art at Te Papa Tongarewa The 

National Art Gallery and Museum of New 

Zealand. Her Iwi (Māori tribes) affiliations 

are Te Ātiawa, Ngati Mutunga, Ngāi Tahu and 

Kati Mamoe. Her fields of research include: 

Māori modernism and the works of post-war 

(1945) Māori artists; the first generation of 

contemporary Māori artists, Mana Wahine; 

Māori women artists of the 1970s and 1980s; 

“The Māori Internationals”, the artists who 

developed, with the advent of biculturalism, 

a postmodern construct particular to New 

G QvovI Zuvi KvR †gj‡ev‡b©i †b·U I‡qf †dw÷fvjm 
w¯Œb †¯úm (2014); Bbwm‡b‡iUi M¨vjvwi, wmWwb 
(2013); weªm‡e‡bi M¨vjvwi Ad gWvb© Av‡U© AbywôZ 
gvB Kvw›Uª: AvB w÷j Kj A‡÷ªwjqv †nvg (2013); 
c¨viv mvBU, nsKs (2013); †Uvwb G¨vjevU© I‡qwjsUb 
wmwU M¨vjvwi, wbDwRj¨vÛ (2010); Ges GAviwm 
we‡qwbqvj, weªm‡eb (2009) †Z cÖ`wk©Z nq| 2014 †Z 
wZwb wf‡±vwiqvb A¨v‡ev‡iwRwbqvj AvU© A¨vIqvW©-Gi 
Rb¨ g‡bvwbZ nb| 2011 G wZwb PvwP© b¨vkbvj GgvwR©s 
AvU cÖvBR Rq K‡ib Ges 2009 G wZwb †K¬BUb DU&R 
Uªv‡fwjs ¯‹jviwk‡ci dvBbvwj÷ wQ‡jb Ges mvbkvBb 
†Kv÷ wkí cyi¯‹vi Rq K‡ib| GQvov †ekwKQz RvZxq 
wkí msMÖ‡n Zuvi KvR msiw¶Z Av‡Q| †hgb: A‡÷ªjxq 
msm` feb, K¨vb‡eiv; †gUvi nvmcvZvj, weªm‡eb; †Mvì 
†Kv÷ wek¦we`¨vjq nvmcvZvj, †Mvì †Kv÷; †iWj¨vÛm 
AvU© M¨vjvwi, †iWj¨vÛm; Ges wbD‡d¬Bgm G¨vb M¨v¤^j 
gvBqvi msMÖnkvjv, weªm‡eb|

†gMvb ZvgvwZ-Kz‡q‡bj wbDwRj¨v‡Ûi RvZxq 
wkí cÖ`k©bx Ges Rv`yNi †Z cvcv Z½v‡iIqv‡Z AvaywbK 
Ges mgmvgwqK gvIwi Avw`evmx wkíwelqK GKRb 
wKD‡iUi| Zuvi BDB (gvIwi Rb‡Mvôx) mshyw³¸‡jv 
nj †Z AvwZqvIqv, MwU gyZz½v, MvB Zvû, Ges KvwZ 
gv‡gv| Zuvi M‡elYvi †¶Î¸‡jv nj, gvIwi gWvwb©Rg 
Ges hy×-cieZ©x (1945) gvIwi wkíx‡`i KvR; AvaywbK 
gvIwi wkíx‡`i cÖ_g cÖRb¥, gvbv IqvnvBb; 1970 
Ges 1980’i `k‡Ki gvIwi bvix wkíxiv; “`¨ gvIwi 
B›Uvib¨vkbvjm” bv‡g AvaywbK gvIwi wkíx‡`i †Mvôxi 
mv‡_I wZwb m¤ú„³ wQ‡jb hviv †cv÷gWvb© Ges wgkÖ 
ms¯‹…wZi cÖfv‡e wbDwRj¨v‡Û Zv‡`i HwZn¨evnx wk‡íi 
PP©v K‡i Ges A‡÷ªwjqv, KvbvWv Ges gvwK©b hy³iv‡óªi 
Avw`evmx wkí wb‡q KvR K‡i| †gMvb cÖvq 30 eQi a‡i 
wKD‡iUi wn‡m‡e KvR K‡i Avm‡Qb Ges gvIwi AvaywbK 
wk‡íi Dbœq‡b GKRb AMÖ`~‡Zi f‚wgKv cvjb K‡i‡Qb| 
Zuvi eZ©gvb Kg©Kv‡Ði †fZ‡i i‡q‡Q Kb‡mcPzqvj wkíx 
gvB‡Kj cv‡i‡KvDnvB‡qi mgš^‡q GKwU ¸iæZ¡c~Y© 
Aby‡gvw`Z cÖKí hvi Aax‡b Avw`evmx‡`i wk‡íi 
weg~Z©Zv‡K Av‡jvKcvZ K‡i GKwU cÖ`k©bxi Av‡qvRb 
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Zealand and global Indigenous art with a 

specific focus on Indigenous art in Australia, 

Canada and the United States, which she has 

had some engagement with. Megan has worked 

as a curator for nearly 30 years and has been 

at the forefront of many developments related 

to contemporary Māori art.  Her current 

endeavours include a major commissioned 

project with leading conceptual artist Michael 

Parekowhai,  an exhibition focusing on 

Indigenous abstraction, and an exhibition which 

looks at the practice of appropriation, cultural 

pastiche and third space which has the working 

title Advocacy, ownership and the cross cultural 

imaginary. 

PRASHANTA TRIPURA is an academic 
anthropologist who currently teaches part-
time at the Department of Economics and 
Social Sciences at BRAC University, Dhaka. 
Previously he was an Associate Professor in the 
Department of Anthropology at Jahangirnagar 
University, Dhaka, where he taught for ten years 
before switching over to the development 
sector, where he worked for over a decade. 
He received his academic training in the USA, 
majoring in anthropology at Brandeis University, 
Waltham, and went on to pursue graduate 
studies at the University of California, Berkeley, 
where he received his MA. He has contributed 
many articles – in both Bangla and English – that 
have been published in academic journals as 
well as magazines and dailies. A collection of his 
essays – in Bangla – titled Bohujatir Bangladesh 
(Bangladesh of Many Peoples) was published in 
2015. He also expresses himself in Kokborok, his 
first language, which is spoken by the Tripuras, 
an Indigenous people of Bangladesh and India 
(he is from the Bangladesh side, but was born 
and brought up in the Khagrachari hill district of 
the Chittagong Hill Tracts region). He is also the 
principal author of a research monograph which 

Kiv n‡e| GQvovI Av‡Q Av‡iKwU cÖ`k©bx hv‡Z D‡V 
Avm‡e Avw`evmx wk‡íi MÖnY‡hvM¨Zvi PP©v, mvs¯‹…wZK 
fvlvšÍi, Ges G¨vW‡fv‡Kwm, Jbviwkc G¨vÛ `¨ µm 
KvjPvivj Bg¨wRbvwi bvgK Z…Zxq GKwU cÖKí|

cÖkvšÍ wÎcyiv GKRb cÖvwZôvwbK b„ZË¡we` whwb 
eª¨vK wek¦we`¨vj‡q A_©bxwZ Ges mgvRweÁvb wel‡q 
LÛKvjxb Aa¨vcbv K‡ib| Gi Av‡M wZwb `k eQi 
XvKvi Rvnv½xibMi wek¦we`¨vj‡q b„ZË¡ wefv‡Mi mn‡hvMx 
Aa¨vcK wQ‡jb| Gici wZwb Dbœqb wefv‡M P‡j hvb 
Ges †mLv‡b GK `k‡KiI †ewk mgq KvR K‡ib| wZwb 
gvwK©b hy³iv‡óªi Iqvën¨v‡gi eª¨v‡ÛBm wek¦we`¨vjq 
†_‡K b„weÁv‡b ¯œvZK Ges K¨vwj‡dvwb©qvi evK©wj 
wek¦we`¨vjq †_‡K ¯œvZ‡KvËi wWwMÖ m¤úbœ K‡ib| evsjv 
Ges Bs‡iwR‡Z wZwb A‡bK¸‡jv AvwU©‡Kj wj‡L‡Qb 
hv wewfbœ cÖvwZôvwbK Rvb©vj Ges cÎcwÎKvq cÖKvwkZ 
n‡q‡Q| ‘eûRvwZi evsjv‡`k’ wk‡ivbv‡g evsjvq Zuvi 
GKwU cÖeÜ msKjb 2015 †Z cÖKvwkZ nq| wZwb evsjv, 
Bs‡iwR QvovI Zuvi gvZ…fvlv KK&e‡ivK&-G K_v e‡jb| 
GwU evsjv‡`k I fvi‡Zi wÎcyiv Rb‡Môxi wbR¯^ fvlv| 
wZwb evsjv‡`‡ki wÎcyiv AÂ‡ji evwm›`v n‡jI Zuvi Rb¥ 
I †e‡o IVv evsjv‡`‡ki cve©Z¨ PÆMÖv‡g| GQvovI wZwb 
evsjv‡Z cÖKvwkZ wkwdUs Kvwë‡fkb Bb `¨ wPUvMO& wnj 
Uª¨v±m& bvgK GKwU cÖKiYMÖ‡š’i GKRb cÖavb iPwqZv|

m‡šÍvl Kzgvi `vm gayebx AÂ‡ji GKRb MÖvgxb 
wkíx| Zuvi Kv‡Ri Aby‡cÖiYv G‡m‡Q gayebxi HwZn¨evnx 
†jvKR fvlv ‡_‡K| †mLvbKvi †jvKMuv_vi cÖZxwK wewfbœ 
PwiÎ, wPÎ e¨envi K‡i wZwb GKwU Abb¨ ˆkwíK fvlvi 
D™¢e K‡i‡Qb| Kzgvi `vm e‡iv`vi gnvivRv mvqvwRivI 
wek¦we`¨vjq †_‡K PviæKjvq wPÎv¼‡Yi Dci GKRb 
¯œvZK| Avwki `k‡K wZwb gvwK©b cjøxMxwZ M‡elK bvIwg 
I‡q‡bi mv‡_ wg‡j wgw_jvi cjøxMxwZi Dc‡i GKwU 
M‡elYv cÖKí cwiPvjbv K‡ib| GQvovI W±i †igÛ wj 
I‡qÝ‡K wgw_jv wPÎKi‡`i wb‡q GKwU Pjw”PÎ wbg©v‡Y 
mn‡hvwMZv K‡ib| 2017 †Z Zviv eyKm †_‡K Zuvi MÖš’ 
eø¨vK: G¨vb AvwU©÷’m wUªweDU cÖKvwkZ nq| eBwU‡Z wZwb 
K_v e‡j‡Qb Zuvi wkíxRxe‡bi e¨w³MZ Aby‡cÖiYvmg~n 
wb‡q| 2003 †_‡K 2008 Gi g‡a¨ wZwb gayebxi wgw_jv 
AvU© BÝwUwUDU G cÖ_g cwiPvjK wn‡m‡e KvR K‡ib| 
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has been published as a book in Bangla, titled 
Shifting Cultivation in the Chittagong Hill Tracts.

SANTOSH KUMAR DAS is an artist 
from a village in the Madhubani region. His 
work draws inspiration from the traditional 
folk language of Madhubani, using various 
iconological figures and symbols, and creating 
a unique artistic language. Kumar Das has a 
BA Fine Arts in Painting from the Maharaja 
Sayajirao University of Baroda. During the 1980s 
he conducted a research project on folksongs 
of Mithila, together with the ethnomusicologist 
Naomi Owen from the USA, and assisted Dr. 
Raymond Lee Owens on a film about Mithila 
painters. In 2017 Tara Books published Kumar 
Das’ Black: An Artist’s Tribute, a memoir of his 
growth into art and a tribute to his personal 
muses that transformed him into an artist. 
Between 2003 – 2008 he served as the 
First Director of the Mithila Art Institute in 
Madhubani. In 2005 he travelled around several 
universities in the USA where he gave a number 
of artist talks. His work has been exhibited 
widely, both nationally and internationally, and 
is included in the collections of the Oberlin 
College and Conservatory, Oberlin, and the 
Ethnic Arts Foundation, Berkeley, among others.  

SONTOSH BIKASH TRIPURA is a 
scholar and researcher, working in the field of 
development studies. He studied Anthropology 
for his BSS Hons and MSS degrees at the 
Dhaka University. He also received a M.Phil. in 
Indigenous Studies from UiT (Arctic University 
of Norway), Tromsø, under the Norad fellowship 
programme. His M.Phil. thesis is titled Blaming 
Jhum, Denying Jhumia: Challenges of the 
shifting cultivators land rights in the Chittagong 
Hill Tracts. Between August 2009 and February 
2017 he worked for UNDP (United Nations 
Development Programme). Belonging to the 
Tripura Indigenous community in the Chittagong 
Hill Tracts of Bangladesh, his research interests 

2005 G wZwb wewfbœ gvwK©b wek¦we`¨vjq cwi`k©b K‡ib 
Ges K‡qKwU wkíwelqK e³e¨ iv‡Lb| Zuvi KvR RvZxq 
Ges AvšÍR©vwZK wewfbœ A½‡Y cÖ`wk©Z n‡q‡Q, Ges 
Ievwj©b K‡jR msMÖnkvjv, Ievwj©b-G Ges G_wbK AvU©m 
dvD‡Ûkb, evK©wjmn bvbv ¯’v‡b msiw¶Z Av‡Q|  
†

m‡šÍvl weKvk wÎcyiv †W‡fjc‡g›U ÷vwWR welqK 
GKRb cwÐZ Ges M‡elK| wZwb b„weÁvb wel‡q 
XvKv wek¦we`¨vjq †_‡K Zuvi ¯œvZK (weGmGm) Ges 
¯œvZ‡KvËi (GgGmGm) m¤úbœ K‡ib| cvkvcvwk wZwb 
Uªg‡mv, †bvivW †d‡jvwkc ‡cÖvMÖv‡gi AvIZvq BDAvBwU 
(AvK©wUK wek¦we`¨vjq, biI‡q) †_‡K Avw`evmx M‡elYvi 
Rb¨ GKwU Gg. wdj. wWwMÖ jvf K‡ib | Zuvi Gg. wdj. 
w_wm‡mi wk‡ivbvg wQ‡jv ‡eøBwgs Ryg, wWbvBs Rywgqv: 
P¨v‡j‡Äm Ad `¨ wkdwUs Kvwë‡fUm© j¨vÛ ivBUm Bb `¨ 
wPUvMO& wnj Uª¨v±m&| wZwb AvM÷ 2009 †_‡K †deªæqvwi 
2017 ch©šÍ RvwZms‡Ni Dbœqb welqK ms¯’v BDbvB‡UW 
†bkÝ †W‡fjc‡g›U †cÖvMÖvg (BDGbwWwc) G Kg©iZ 
wQ‡jb| evsjv‡`‡ki cve©Z¨ PÆMÖv‡gi wÎcyiv Rb‡Mvôxi 
m`m¨ wn‡m‡e Zuvi M‡elYvi welqe¯‘i AvMÖn g~jZ 
Avw`evmx‡`i AwaKvi, f‚wg AwaKvi Ges Dbœqb‡K wN‡i|

f¼U igY wms k¨vg HwZn¨evnx ca©vb MÛ 
wkíavivi GKRb wkíx| 2002 †Z ga¨cÖ‡`k miKvi 
Zuv‡K ivR¨ n¯Íwkí cyi¯‹v‡i f‚wlZ K‡i| 2009 Gi 
GwcÖ‡j †fvcv‡ji Bw›`iv MvÜx RvZxq Rv`yN‡i wZwb 
GKwU GKK cÖ`k©bxi Av‡qvRb K‡ib| fviZ, A‡÷ªwjqv, 
KvbvWv, BD‡ivc, wbDwRj¨vÛ Ges gvwK©b hy³iv‡óª ågY 
K‡i wZwb Zuvi KvR cÖ`k©b K‡i‡Qb| Gi d‡j Zuv‡K 
A‡bK †`k Nyi‡Z n‡q‡Q, A‡bK wkíavivi mv‡_ wZwb 
cwiwPZ n‡q‡Qb hv Zuv‡K AbycÖvwYZ K‡i‡Q| 2013 †Z 
Zuvi KvR mvKvnvb: AvšÍR©vwZK Avw`evmx wkí cÖ`k©bx‡Z 
cÖ`wk©Z nq A‡Uvqv‡Z KvbvWv’i b¨vkbvj M¨vjvwi‡Z| 
‘we‡k¦i me©e„nr AvaywbK Avw`evmx wkí mgvnvi bv‡g 
L¨vZ mvKvnvb cÖ`k©bx‡Z we‡k¦i bvbv cÖvšÍ †_‡K cÖvq 
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explore Indigenous peoples’ rights, land rights 
and development. 

VENKAT RAMAN SINGH SHYAM 
belongs to the tradition of Pardhan Gond 
art. Singh Shyam was awarded the Rajya 
Hasta Shilpa Puraskar by the Government of 
Madhya Pradesh in 2002. In April 2009, he 
held a solo exhibition at the Indira Gandhi 
National Museum of Mankind in Bhopal. 
Having subsequently travelled and exhibited 
widely in India, Australia, Canada, Europe, 
New Zealand and the USA, he has been 
exposed to a wide range of arts practices which 
have influenced his sensibility. In 2013, Singh 
Shyam’s works were exhibited in Sakahàn: 
International Indigenous Art at the National 
Gallery of Canada, in Ottawa. Cited as ‘the 
largest-ever global survey of contemporary 
Indigenous art’ Sakahàn featured artworks by 
more than 80 artists from six continents who 
interrogated the theme of what it means to 
be Indigenous in the present world. In 2015, 
he was one of the artists who participated in 
the Kalpa Vriksha: Contemporary Indigenous 
and Vernacular Art of India at the Asia Pacific 
Triennial of Contemporary Art (ATP8) at the 
Queensland Art Gallery. In 2016, he was one of 
the participating writers in Literary Commons!: 
Writing Australia-India in the Asian century 
with Dalit, Indigenous and Multilingual Tongues 
at Monash University, Melbourne (2016), and 
at the Byron Writers Festival in Byron Bay 
(2017). Venkat’s graphic autobiography, Finding 
My Way, was published in April 2015, by 
Juggernaut Books. He is the 2015 recipient of 
the Ojas Art Award.     

80 R‡biI AwaK wkíxi KvR cÖ`wk©Z nq| Zuv‡`i w_g 
wQ‡jv, eZ©gvb we‡k¦ ‡`kx nevi A_© Kx| 2015 †Z wZwb 
Gwkqv-c¨vwmwdK wUª‡qbvj K‡›U‡¤úvivix AvU© (GwUwc8) 
‘Kíe„¶: K‡›U‡¤úvivwi BwÛwRbvm G¨vÛ fvbv©Kzjvi AvU© 
Ad BwÛqv’ bvgK GKwU cÖ`k©bx‡Z AskMÖnY K‡ib| 
cÖ`k©bxwU KzBÝj¨vÛ AvU© M¨vjvwi‡Z AbywôZ nq Ges 
†mLv‡b cÖ`wk©Z nq fvi‡Zi Avw`evmx‡`i wkíKg©| 
2016 †Z wZwb †gvbvk wek¦we`¨vjq Av‡qvwRZ wj‡Uivwi 
KgÝ!:ivBwUs A‡÷ªwjqv-BwÛqv Bb `¨ Gwkqvb †mÂzwi 
`wjU, BwÛ‡Rbvm& GÛ gvwëwj½y‡qj UvOm& kxl©K GKwU 
cÖK‡í AskMÖnY K‡ib| 2017 ‡Z evBib ‡e ‡Z AbywôZ 
evBib †jLK Drm‡eI AskMªnY K‡ib wZwb| †f¼‡Ui 
wPÎ m¤^wjZ AvZ¥Rxebx, dvBwÛs gvB I‡q, 2015 mv‡j 
RvMvibvDU eyKm †_‡K cÖKvwkZ nq| wZwb GKRb 2015 
mv‡ji IRvm AvU© A¨vIqvW© we‡RZv|
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2 FEB | 10AM–12PM 

5 AND 6 FEB |  11AM–4PM 

7 FEB | 2:30-7:30PM 
.

8 FEB | 5.30–7PM 
 

9 FEB | 6–7:15PM 

VENUE: 
AUDITORIUM

Welcome and introduction by Prashanta Tri-

pura. Opening words by Katya García-Antón.

Opening presentations by Candice Hopkins 

and Ande Somby.

Core sessions with presentations by Dan-

iel Browning, Kabita Chakma, Megan Cope, 

Santosh Kumar Das, Hannah Donnelly, Léuli 

Māzyār Lunā’i Eshrāghi, David Garneau, Jaimie 

Isaac, Biung Ismahasan, Kimberley Moulton, 

Djon Mundine, Máret Ánne Sara, Venkat Raman 

Singh Shyam, Irene Snarby, Prashanta Tripura, 

and Sontosh Bikash Tripura, among others.

Core sessions with presentations by Dan-

iel Browning, Kabita Chakma, Megan Cope, 

Santosh Kumar Das, Hannah Donnelly, Léuli 

Māzyār Lunā’i Eshrāghi, David Garneau, Jaimie 

Isaac, Biung Ismahasan, Kimberley Moulton, 

Djon Mundine, Máret Ánne Sara, Venkat Raman 

Singh Shyam, Irene Snarby, Prashanta Tripura, 

and Sontosh Bikash Tripura, among others

Presentation by Megan Tamati-Quennell; ses-

sions’ closing notes by Kabita Chakma, David 

Garneau, and Kimberley Moulton, followed by a 

discussion moderated by Candice Hopkins.

Auditorium of Bangladesh Shilpakala Academy

Closing keynote presentation by Gayatri 

Chakravorty Spivak, followed by a discussion 

with final remarks on the sessions by Megan 

Tamati-Quennell and Candice Hopkins among 

others. 

Programme 
In the seminar room of the bangladesh shilpakala academy (unless otherwise noted) 
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SYMPOSIA:  
DISPLAYS OF 
INTERNATIONALISM:  
ASIA INTERFACING WITH THE WORLD 
THROUGH EXHIBITIONS, 1947 – 1989 

AMARA ANTILLA  
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ATREYEE GUPTA, GRIDTHIYA GAWEEWONG, IFTIKHAR DADI, KRISTINE KOURI, 
MING TIAMPO, PATRICK D. FLORES, RINA IGARASHI, 

RUXMINI CHOUDHURY, SAIRA ANSARI

The history of exhibitions has served an 

important role in art historical and curatorial 

research. Yet, even as the history of display 

has generated renewed scholarly interest, a 

critical reading of the trans-national function 

of exhibitions, which feature some of the most 

important non-Western presentations prior to 

1989, has yet to be realised. How did exhibition 

practices create contact points between artists 

and thinkers from around the world? How were 

these transcultural networks indicative of larger 

political, social, and economic interests? How 

might exhibition histories in Asia expand our 

thinking about post-war global art histories? 

‘Displays of Internationalism’ invites curators 

and scholars to examine seminal international 

or regional exhibitions; revisit major biennials 

and their role as important zones of exchange 

for artists, thinkers and cultural workers; and 

engage in self-reflective dialogues to investigate 

blind spots and methodological problems facing 

the field.

wk‡íi BwZnvmMZ I wKD‡iU Kiv welqK M‡elYvq 
cÖ`k©bxi BwZnvm ¸iæZ¡c‚Y© fzwgKv cvjb K‡i‡Q| 
Zv m‡Ë¡I, GgbwK cÖ`k©bxi BwZnvm ÁvbZvwË¡K 
AvMÖn‡K cÖmvwiZ Kivi ciI, 1989 mv‡ji Av‡M 
RvZxqZvi D‡×© D‡V cwðgv bq Ggb `…wófw½ cÖKvk 
Ki‡Z cÖ`k©bx¸‡jv †h f~wgKv †i‡L‡Q Zv wb‡q †ewk 
M‡elYv nqwb| cÖ`k©bx¸‡jv wKfv‡e we‡k¦i wewfbœ 
RvqMvi wkíx I wPšÍvwe`‡`i wgjb¯’j wn‡m‡e KvR 
K‡i? mvs¯‹…wZK mxgvi D‡×© Gme †bUIqvK© Kxfv‡e 
e„nËi ivR‰bwZK, mvgvwRK I A_©‰bwZK ¸iæZ¡‡K 
wb‡`©k KiZ? Gwkqvq cÖ`k©bxi BwZnvm hy‡×vËi 
we‡k¦ wk‡íi BwZnvm wb‡q Avgv‡`i wPšÍv‡K wKfv‡e 
cÖmvwiZ K‡i? 

m‡jvgb Avi. ¸‡MbnvBg wgDwRqvg, wbD BqK©-Gi 
mnKvix wKD‡iUi Avgviv Avw›Ujv GB wm‡¤úvwRqv‡g 
¸iæZ¡c‚Y© AvšÍR©vwZK I AvÂwjK wewfbœ cÖ`k©bx 
wb‡q Av‡jvPbvi Rb¨ wKD‡iUi I weÁ e¨w³‡`i 
Avgš¿Y Rvwb‡q‡Qb| Zviv cÖavb cÖavb we‡qbv‡j I 
†m¸‡jvi f~wgKv cybtg~j¨vqb Ki‡eb| GKB mv‡_ 
Zviv D‡cw¶Z wewfbœ welq I ZvwË¡K mgm¨v wb‡q 
AvZ¥`k©bg~jK msjv‡c Ask wb‡eb|
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MING TIAMPO is a Professor of Art 

History and the Director of the Institute for 

Comparative Studies in Literature, Art and 

Culture, Carleton University, Ottawa, Canada. 

Tiampo has published on Japanese modernism, 

war art in Japan, globalisation and art, 

multiculturalism in Canada, and the connections 

between Inuit and Japanese prints.  Tiampo’s 

book Gutai: Decentering Modernism (University 

of Chicago Press, 2011) received an honourable 

mention for the Robert Motherwell Book award, 

and she later co-edited Art and War in Japan 

and its Empire: 1931-1960 (Brill Academic Press, 

2013). In 2013, she was co-curator of the AICA 

award-winning Gutai: Splendid Playground, 

Solomon R. Guggenheim Museum, New York. 

Tiampo is a founding member of the Center 

for Transnational Cultural Analysis at Carleton 

University, serves on the advisory boards of 

the Institute for Cultural Inquiry Berlin, Tate 

Research Centre Asia, and on the editorial 

boards of the Archives of Asian Art, the 

Canadian Art Review (RACAR), and the Journal 

of Asian Diaspora Visual Culture and the 

Americas (ADVA).

GRIDTHIYA GAWEEWONG is 

currently Artistic Director of the Jim Thompson 

Art Center in Bangkok. Her curatorial 

projects have addressed the issues of social 

transformation confronting artists from Thailand 

and beyond, since the Cold War.  In 1996 she 

founded the arts organisation, Project 304, 

to support contemporary artistic and cultural 

activities through art exhibitions and events. 

Gaweewong has curated exhibitions, and 

organised events internationally, including: 

Patani Semasa, MAIIAM Contemporary Art 

Museum (2017); Unreal Asia, Oberhausen 

International Short Film Festival (2010); 

wgs wUqv‡¤úv wkíKjvi BwZnv‡mi GKRb 
Aa¨vcK Ges KvbvWvi A‡Uvqvi Kvë©b BDwb-
fvwm©wUi BÝwUwUDU Ad K¤úv‡iwUf ÷vwWR Bb 
wjUv‡iPvi AvU© A¨vÛ KvjPv‡ii cwiPvjK| wUqv‡¤úv 
Rvcv‡bi AvaywbKZvev`, Rvcv‡b hy×Kvjxb wkí, 
wek¦vqb I wkí, KvbvWvq gvwëKvjPvivwjR&g Ges 
BbyBU I RvcvwbR wcÖ‡›Ui g‡a¨ m¤úK© wb‡q †jLv 
cÖKvk K‡i‡Qb| wUqv‡¤úvi eB Ô¸UvBt wW‡m›U-
vwis gWvwb©RgÕ (BDwbfvwm©wU Ad wkKv‡Mv †cÖm, 
2011) ievU© gv`vi‡qj ezK A¨vIqvW©-G ÔAbv‡ie&j 
†gbkbÕ †c‡qwQj| c‡i wZwb ÔAvU© A¨vÛ Iqvi 
Bb Rvcvb A¨vÛ BUm G¤úvqvit 1931-1960Õ 
(weªj GKv‡WwgK †cÖm, 2013) eBwU mn-m¤úv`bv 
K‡ib| 2013 mv‡j wZwb GAvBwmG cyi¯‹vi weRqx 
¸UvBt †¯úøwÛW †cøMÖvDÛ, m‡jvgb Avi. ¸‡MbnvBg 
wgDwRqvg, wbD Bq‡K©i †Kv-wKD‡iU‡ii `vwqZ¡ 
cvjb K‡ib| wUqv‡¤úv Kvë©b BDwbfvwm©wUi †m›Uvi 
di UÖvÝb¨vkbvj KvjPvivj GbvjvBwm‡mi GKRb 
cÖwZôvZv m`m¨| wZwb BÝwUwUDU Ad KvjPvivj 
Bb‡Kvqvwi evwj©b, †UU wimvP© †m›Uvi Gwkqvi 
Dc‡`óv cwil‡` `vwqZ¡iZ Av‡Qb| †mB mv‡_ wZwb 
AvK©vBfm Ad `¨ Gwkqvb AvU©, `¨ KvbvwWqvb AvU© 
wiwfD, I Rvb©vj Ae Gwkqvb Wvqv‡¯úviv wfRzqvj 
KvjPvi A¨vÛ `¨ Av‡gwiKvm-Gi m¤úv`bv cwil‡`I 
`vwqZ¡iZ Av‡Qb|

wMÖWw_qv MDBAs eZ©gv‡b e¨vsK‡Ki wRg _gmb 
AvU© †m›Uv‡ii AvwU©w÷K wW‡i±i| Zvi wKD‡iU 
Kiv cÖK‡í †Kvì Iqv‡ii mgq †_‡K _vBj¨vÛ I 
Ab¨vb¨ †`‡k mvgvwRK weeZ©‡bi wewfbœ w`K Zz‡j 
aiv n‡q‡Q| 1996 mv‡j wZwb cÖ`k©bx I Abzôv‡bi 
ga¨ w`‡q mgKvjxb wkí I mvs¯‹…wZK Kg©KvÐ‡K 
mnvqZvi Rb¨ cÖ‡R± 304 cÖwZôv K‡ib| MDBAs 
AvšÍR©vwZK ch©v‡q wewfbœ cÖ`k©bx I Abyôv‡bi 
Av‡qvRb K‡i‡Qb, hvi g‡a¨ i‡q‡Qt cvUvwb 
†mgvmv, GGgAvBAvGGg Kb‡U‡¤úvivwi AvU© 
wgDwRqvg (2017); Avbwi‡qj Gwkqv; I‡ein-
vD‡Rb B›Uvib¨vkbvj kU© wdj¥ †dw÷f¨vj (2010); 
mvBMb I‡cb wmwU Bb mvBMb; wf‡qZbvg (2007 
– 2006), wiiwµU wZivfvwbRvi mv‡_; `¨ e¨vsKK 
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Saigon Open City in Saigon, Vietnam (2007 

- 2006), with Rirkrit Tiravanija; the Bangkok 

Experimental Film Festival (2007 - 1997), co-

founded with Apichatpong Weerasethakul; 

Politics of Fun, at the Haus der Kulturen der 

Welt, Berlin (2005); and Underconstruction, 

Tokyo (2002 - 2000). 

IFTIKHAR DADI is Associate Professor 

at Cornell University where he teaches and 

researches modern and contemporary art from 

a global and transnational perspective, with 

emphasis on questions of methodology and 

intellectual history, focusing on modernism 

and contemporary practice of Asia, the Middle 

East and their diasporas.  His Publications 

include: the edited monograph, Anwar Jalal 

Shemza (Ram Publications, 2015); the co-edited 

catalogueue, Lines of Control: Partition as a 

Productive Space (Green Cardamom, 2012); 

Modernism and the Art of Muslim South Asia 

(The University of North Carolina Press, 2010); 

and the co-edited reader Unpacking Europe 

(NAi Publishers, 2002).  He is currently co-

Director of Cornell’s Institute for Comparative 

Modernities, has served as Chair of Cornell’s 

Department of Art (2010-14), and Director of 

Cornell’s South Asia Programme (2015-16). 

He currently serves on the editorial/advisory 

boards of the Archives of Asian Art, and Bio-

Scope: South Asian Screen Studies journal, and 

was previously a member of the editorial board 

of Art Journal (2007-11).  

PATRICK D. FLORES is Professor of Art 

Studies at the University of the Philippines 

(which he chaired from 1997 to 2003), Curator 

of the Vargas Museum in Manila, and Adjunct 

Curator at the National Art Gallery, Singapore. 

Among his publications are: Past Peripheral: 

G·‡cwi‡g›Uvj wdj¥ †dw÷f¨vj (2007 - 1997), 
AvwcPvUcs DBiv‡m_vKz‡ji mv‡_ mn-cÖwZwôZ; 
evwj©‡bi nvDR Wvi Kzëz‡ib Wvi A‡që-G ÔcwjwU· 
di dvbÕ (2005); Ges AvÛviKÝUªvKkb, †UvwKI 
(2002 - 2000)

Bd&wZLvi `vw` K‡b©j BDwbfvwm©wUi GKRb 
A¨v‡mvwm‡qU cÖ‡dmi| †mLv‡b wZwb ˆewk¦K I 
RvZxqZvi mxgvbv Qvov‡bv `…wó‡KvY †_‡K AvazwbK 
I mgmvgwqK wkí wb‡q M‡elYv K‡ib I covb| 
Zvi M‡elYvq †g_WjwR I eyw×e„wËK BwZnv‡mi 
welq¸‡jv‡K we‡kl ¸iæZ¡ w`‡q Gwkqv, ga¨cÖvP¨, 
I G‡`i Wvqv‡¯úvivi wkí wb‡q KvR Kiv nq| 
Zvi cÖKvwkZ †jLvi g‡a¨ i‡q‡Qt Av‡bvqvi Rvjvj 
†kgRv, m¤úvw`Z g‡bvMÖvd (Avivg cvewj‡K-
kÝ, 2015); jvBÝ Ad K‡›Uªvjt cvwU©kb A¨vR 
G †cÖvWvw±f †¯úm, mn-m¤úvw`Z K¨vUvjM (wMÖb 
KvW©vgb, 2012); gWvwb©Rg GÛ `¨ AvU© Ad 
gzmwjg mvD_ Gwkqv (`¨ BDwbfvwm©wU Ad b_© 
K¨v‡ivwjbv †cÖm, 2010); A¨vbc¨vwKs BD‡ivc, 
mn-m¤úvw`Z wiWvi (GbAvAvB cvweøkvm©, 2002)| 
wZwb eZ©gv‡b K‡b©j BÝwUwUDU Ad K¤úv‡iwUf 
gWvwb©wUR-Gi mncwiPvjK| wZwb K‡b©j wWcv‡g©›U 
Ad Av‡U©i †Pqvig¨vb (2010-2014) I K‡b©j 
wek¦we`¨vjq‡qi mvD_ Gwkqv †cÖvMÖv‡gi cwiPvjK 
(2015-2016) wn‡m‡e `vwqZ¡ cvjb K‡i‡Qb| 
eZ©gv‡b wZwb AvK©vBfm Ad mvD_ Gwkqvb AvU© I 
ev‡qv-‡¯‹vc: mvD_ Gwkqvb w¯Œb ÷vwWR Rvb©v‡ji 
m¤úv`bv/Dc‡`óv cwil‡`i m`m¨| Av‡M wZwb 
AvU© Rvb©vj (2007-2011)-Gi m¤úv`bv cwil‡`i 
m`m¨ wQ‡jb|

c¨vwUªK wW. †d¬v‡im BDwbfvwm©wU Ad wdwjwc‡Ýi 
AvU© ÷vwWR wefv‡Mi cÖ‡dmi| 1997 mvj †_‡K 
2003 mvj ch©šÍ wZwb GwUi †Pqvig¨vb wQ‡jb| 
GKB mv‡_ wZwb g¨vwbjvi fviMvm wgDwRqv‡-
gi wKD‡iUi I wm½vcyi b¨vkbvj AvU© M¨vjvwii 
A¨vWRv¼U wKD‡iUi| Zvi cÖKvkbvi g‡a¨ i‡q‡Qt 
cv÷ †cwi‡divjt wKD‡ikb Bb mvD`B÷ Gwkqv 
(GbBDGm wgDwRqvg wmsMvczi, 2008); wigv‡K©e&j 
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Curation in Southeast Asia (NUS Museum 

Singapore, 2008); Remarkable Collection: Art, 

History, and the National Museum (National Art 

Gallery - National Museum of the Philippines, 

2007); and Painting History: Revisions in 

Philippine Colonial Art (National Commission 

for Culture and the Arts, 1998). As a curator 

he has co-organised, Under Construction: New 

Dimensions in Asian Art (Japan Foundation 

Asia Center and Tokyo Opera City Art Gallery 

(2000) and the Gwangju Biennale (2008). 

Flores was a grantee of the Asian Cultural 

Council in 2010, an advisor to the exhibition, 

The Global Contemporary: Art Worlds After 

1989 at the Center for Art and Media in 

Karlsruhe in 2011 and is a member of the 

Guggenheim Museum’s, Asian Art Council.

NANCY ADAJANIA is a cultural theorist 

and curator based in Bombay. Her book, The 

Thirteenth Place: Positionality as Critique in 

the Art of Navjot Altaf (Guild Art Gallery, 2016), 

goes beyond the mandate of a conventional 

artist monograph to map the larger histories of 

the Leftist and feminist movements in India. She 

recently edited the transdisciplinary anthology 

Some things that only art can do: A Lexicon 

of Affective Knowledge (Raza Foundation, 

2017). She was Joint Artistic Director of 

the 9th Gwangju Biennale in 2012, and has 

curated many exhibitions including: No Parsi 

is an Island; A Curatorial Re-reading Across 

150 Years (National Gallery of Modern Art, 

Delhi, 2016); Sights and Sounds: Global Film 

and Video, Jewish Museum, New York (2015); 

and the hybrid exhibition-publication project 

Sacred/Scared at Latitude 28/ TAKE on Art 

magazine, New Delhi (2014). Adajania taught 

the curatorial practice course at the Salzburg 

International Summer Academy of Fine Arts 

(2013/2014). She is the juror for Video/Film/

Kv‡jKkbt AvU©, wn‡÷vwi, A¨vÛ `¨ b¨vkbvj wgD-
wRqvg (b¨vkbvj AvU© M¨vjvwi - b¨vkbvj wgDwRqvg 
Ad wdwjwcÝ, 2007); Ges †cBw›Us wn‡÷vwit 
wiwfkÝ Bb wdwjwcb K‡jvwbqvj AvU© (b¨vkbvj Kw-
gkb di `¨ KvjPvi A¨vÛ AvU©m, 1998)| wKD‡i-
Ui wn‡m‡e wZwb AvÛvi KÝUªvKkbt wbD WvB‡gb-
kÝ Bb Gwkqvb AvU© (Rvcvb dvD‡Ûkb Gwkqv 
AvU© †m›Uvi I †UvwKI A‡civ wmwU AvU© M¨vjvwi 
(2000)) Ges `¨ †MvqvsRz we‡qbv‡j (2008)-Gi 
mnAv‡qvRK wQ‡jb| †d¬v‡im 2010 mv‡j Gwkqvb 
KvjPvivj KvDwÝ‡ji Mª¨v›U jvf K‡ib, Ges 2011 
mv‡j Kvj©miæwn‡Z †m›Uvi di AvU© A¨vÛ wgwWqv `¨ 
†Møvevj Kb‡U‡¤úvivwit AvU© Iqvì©m AvdUvi 1989 
cÖ`k©bxi Dc‡`óv I GLb wZwb ¸‡MbnvBg wgD-
wRqv‡gi Gwkqvb AvU© KvDwÝ‡ji GKRb m`m¨|

b¨vwÝ Av`vRvwbqv GKRb KvjPvivj w_‡qvwi÷ 
I wKD‡iUi, I †ev‡¤^i ÁvbcÖfv BDwbfvwm©wUi 
d¨vKvwë Ad AvU© wµwUwmRg A¨vÛ w_Iwi †Kv‡m©i 
m`m¨| wZwb 2012 mv‡ji beg †MvqvsRz we‡qb-
v‡ji R‡q›U AvwU©w÷K wW‡i±i wQ‡jb Ges Zvi 
wKD‡iU Kiv cÖ`k©bx¸‡jvi g‡a¨ i‡q‡Qt mvBU A¨vÛ 
mvDÛmt †Møvevj wdj¥ A¨vÛ wfwWI, RzBk wgD-
wRqvg, wbD BqK© (2015); Ges j¨vwUwPDW 28/‡UK 
Ab AvU© g¨vMvwRb, wbD w`jøx (2014)-G cÖKvwkZ 
GKwU wgkÖ cÖ`k©bx-cÖKvkbv m¨v‡µW/‡¯‹qvW©| wgwWqv 
AvU©, cvewjK AvU©, we‡qwbqvj KvjPvi, Uª¨vÝKv-
jPvivj Av‡U©i Abzkxjb, I RbM‡Yi mv‡_ wk‡íi 
m¤úK© wel‡q †jLvi gva¨‡g wZwb K‡qKwU bZzb 
ZvwË¡K bgzbv/KvVv‡gv (theoretical mod-
els) cÖ¯Íve K‡i‡Qb| wZwb Ôwkív ¸ßvÕ g‡bvMÖvd 
(‡cÖ‡÷j, 2010)-Gi m¤úv`K; `¨v WvqvjM wmwiR 
(ccyjvi cÖKvkb/dvD‡Ûkvb weGÛwR, gy¤^vB 2011) 
Gi mn-‡jLK; _vwU©b †cømt cwR‡kvbvwjwU A¨vR 
wµwUK Bb `¨ AvU© Ad bvfRU AvjvZvd, (`¨ wMì 
AvU© M¨vjvwi, 2016)-Gi †jLK| wZwb 2010 I 
2013 mv‡j weG‡K/ †ewmm fzi Av±z‡qj KzÝU, 
BD‡UªL&U-Gi wimvP© ¯‹jvi wQ‡jb|

kvweŸi û‡mb gy¯Ívdv b¨vkbvj AvU© M¨vjvwi 
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New Media fellowship cycle of the Akademie 

Schloss Solitude, Stuttgart (2015-2017).   

ATREYEE GUPTA is an Assistant 

Professor, in UC Berkeley’s History of Art 

Department, and was previously the Jane 

Emison Assistant Curator of South and 

Southeast Asian Art at the Minneapolis Institute 

of Art. Her area of specialisation focuses on 

global modernisms and contemporary art, with 

a special emphasis on South and Southeast Asia 

and its diaspora. Her research and teaching 

interests cluster around visual and intellectual 

histories of 20th century art, including: the 

intersections between the Cold War; the 

Non-Aligned Movement; and art after 1945; 

new media and experimental cinema; and the 

question of the global more broadly. Gupta’s 

essays have appeared in edited volumes, 

exhibition catalogueues, and journals including: 

Art Journal, Yishu, and Third Text. 

KRISTINE KHOURI is an independent 

researcher and writer whose research interests 

focus on the history of arts circulation and 

infrastructure in the Arab world. Together with 

Rasha Salti, she is a co-founder of the History 

of Arab Modernities in the Visual Arts Study 

Group, a research platform focused around the 

social history of art in the Arab world. Their 

current work is focused on the history of the 

International Art Exhibition in Solidarity with 

Palestine that opened in Beirut in 1978 and 

transformed into the exhibition, Past Disquiet: 

Narratives and Ghosts of the International Art 

Exhibition for Palestine,1978 at the Museu d’Art 

Contemporani de Barcelona (2015) and later 

the Haus der Kulturen der Welt, Berlin (2016).  

She curated The Founding Years (1969 – 1973): 

A Selection of Works from the Sultan Gallery 

wm½vcy‡ii wmwbqi wKD‡iUi| †mLv‡b wZwb ÔweUyBb 
wWK¬v‡ikÝ A¨vÛ wWªgmÕ bv‡gi GKwU `xN©‡gqv`x 
cÖ`k©bxi wKD‡iUi `‡ji cÖavb| GwU Dbwesk 
kZvãx †_‡K eZ©gvb mgq ch©šÍ GB AÂ‡ji wk‡íi 
Dci Rwic Pvjvq| 2013 †_‡K 2015 ch©šÍ wZwb 
GbwRwmi Av‡iKwU `xN©‡gqvw` cÖKí Ôwmqvcv bvgv 
Kvgz? (‡nvqvU BR BIi †bg?)Õ- Gi cÖavb wKD‡iUi 
wQ‡jb| GwU Dbwesk kZvãxi ci †_‡K wmsM-
vcz‡ii AvU© wb‡q KvR K‡i| 2007 †_‡K 2013 
mvj ch©šÍ wZwb b¨vkbvj BDwbfvwm©wU Ad wm½vcyi 
wgDwRqv‡gi wKD‡iUi wQ‡jb| †mLv‡b wZwb 
AvK©vB‡fi ‡U·U e¨envi K‡i wPšÍv I †jLvi wewfbœ 
c×wZ wb‡q KvR K‡i‡Qb| wZwb K¨vw¤ús A¨vÛ 
Uª¨vw¤ús _Öz `¨ K‡jvwbqvb AvK©vBft `¨ wgDwRqvg Bb 
gvjvqv (2011); `¨ mzwd A¨vÛ `¨ †eqv‡W©W g¨vb: 
wi-‡g¤^vwis G †KivgvZ Bb Kb‡U‡¤úvivwi wm½vcyi 
(2010) bv‡gi wewfbœ †hŠ_ cø¨vUdg©-Gi D‡`¨v³v; 
GKB mv‡_ wZwb †cÖc iæg/ w_sm `¨vU †g Ai †g bU 
n¨v‡cb (2012-eZ©gvb)-Gi GKRb mn-cwiKíb-
vKvix| 2013 mv‡j wZwb Bb mvP© Ad i¨vd&jm 
jvBU/ A¨vb AvU© †cÖv‡R± DB_ Pvj©m wRg bv‡gi 
GKwU wZb eQi †gqvw` cÖKí wKD‡iU K‡i‡Qb, 
†hLv‡b wkíx‡`i mv‡_ wgwjZfv‡e wZwb mgz‡`Öi 
mv‡_ wm½vcy‡ii fv½v m¤ú‡K©i Ae¯ÍzMZ, ˆ`bw›`b, 
I †gjv‡bv Am¤¢e Ggb wPý¸‡jv mbv³ K‡i‡Qb| 
c‡i wZwb Ôwm †÷UÕ wKD‡iU K‡ib, †hLv‡b 56Zg 
†fwbm we‡qbv‡ji wm½vcyi c¨vwfwjq‡b wkíx B 
Bqs Ask †bb| gz¯Ívdv wbqwgZ †jLv‡jwL K‡ib, 
Ges wZwb B›Uvib¨vkbvj A¨v‡mvwm‡qkb Ad AvU© 
wµwUK&m, wm½vcyi kvLvi m`m¨| 2017 mv‡j wZwb 
wKD‡iUi wn‡m‡e KvR Kivi Rb¨ evwj©‡bi wWGGwW 
¯‹jviwkc cvb| eZ©gv‡b wZwb `vk©wbK-wKD‡iUi 
Avb›` †Kw›Uk Kzgvimvwg I wkíx-Kwe jwZd gwn-
w`‡bi Dci `zwU eûgvwÎK cÖKí ˆZwi Ki‡Qb|

Av‡Îqx ¸ßv BDwm evK©wji wn‡÷vwi Ad AvU© 
wWcvU©‡g‡›Ui A¨vwm÷¨v›U cÖ‡dmi| wZwb wgwbqvcw-
jm BÝwUwUDU Ad Av‡U©i mvD_ A¨vÛ mvD_B÷ 
Gwkqvb AvU©-G †Rb Gwgmb A¨vwm÷¨v›U wKD‡iUi 
wQ‡jb| wZwb ˆewk¦K AvazwbKZv I mgmvgwqK 
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Archives at the Sultan Gallery, Kuwait (2012); co-

led a Digitising Archives Workshop with Sabih 

Ahmed (Asia Art Archive) in Kuwait as part of 

Art Dubai’s Global Art Forum (2015). 

RINA IGARASHI is a Curator at the 

Fukuoka Asian Art Museum (FAAM), Japan. 

She has been involved with research around 

Bangladeshi contemporary art and visual 

cultures since the late 1990s, and has recently 

begun working within the same research in 

Myanmar. She has worked on, and curated, 

many exhibitions at FAAM, including: Bengali 

Kantha, Embroidered Quilt: Its past and present 

(2001); Collecting India: Fascination with Indian 

Visual Culture in Contemporary Japan (2012); 

Freedom in Blossom: Gangaw Village and 

Experimental Art in 1980s Burma (2012). She 

also co-curated the 3rd (2005), 4th (2009) and 

5th (2014) editions of the Fukuoka Asian Art 

Triennale. 

RUXMINI RECKVANA 
Q CHOUDHUR
is a Bangladesh based Assistant Curator for the 

Samdani Art Foundation. She works directly 

under Diana Campbell Betancourt to arrange 

seminars and international exhibitions.  As part 

of the Dhaka Art Summit team, she worked 

as a research assistant to Daniel Baumann 
for the Samdani Art Award 2016 show, Diana 
Campbell Betancourt for the group show 
Mining Warm Data and worked under Nada 
Raza in her group show The Missing One. Her 
work comprises of research on local artists, 
archiving and monitoring the Samdani Art 
Foundation Collection among others. She is 
also responsible for the Samdani Artist Led-
Initiatives Forum. Ruxmini also works as a 
freelance art writer, researcher and bilingual 
translator. She completed her BFA in Art 

Av‡U©i †¶‡Î AvKRb we‡klÁ| Zvi M‡elYvq 
wZwb `w¶Y I `w¶Yc~e© Gwkqvi wk‡íi Dci †Rvi 
w`‡q‡Qb| Zvi M‡elYv I wk¶KZvq wZwb wesk 
kZvãxi `„k¨MZ I ezw×e„wËK BwZnv‡mi wb‡q KvR 
K‡i‡Qb, hvi g‡a¨ i‡q‡Q: †Kvì-Iqv‡ii g‡a¨ 
wewfbœ wefvRb;  bb-A¨vjvBb&W gzf‡g›U;  1945 
mv‡ji c‡ii wkíKg©; wbD wgwWqv I G·wcwi‡g›Uvj 
wm‡bgv; I AviI we¯Í…Z AvKv‡i wek¦vq‡bi cÖkœ| 
¸ßvi †jLv AvU© Rvb©vj, Bï I _vW© ‡U·Umn wewfbœ 
m¤úvw`Z cÖKvkbvq Qvcv n‡q‡Q|

wµw÷b ‡LŠwi GKRb ¯^vaxb M‡elK I †jLK, 
whwb g~jZ wk‡íi cÖPvi I Avie we‡k¦i AeKvVv‡gv 
wb‡q KvR K‡i‡Qb| ivkv mvwëi mv‡_ †hŠ_fv‡e 
wZwb wfRy¨‡qj AvU©m ÷vwW MÖæ‡c wn‡÷vwi Ad A¨-
vive gWvwb©wUR cÖwZôv K‡i‡Qb| GwU Avie we‡k¦i 
wk‡íi mvgvwRK BwZnvm wb‡q M‡elYvi cø¨vUdg©| 
Zv‡`i eZ©gvb Kv‡R Zviv 1978 mv‡j †eBiæ‡Z ïiæ 
nIqv B›Uvib¨vkbvj AvU© Gw·wekb Bb mwjWvwiwU 
DB_ c¨v‡j÷vBb-Gi BwZnvm wb‡q KvR Ki‡Qb| 
c‡i GwU gy¨‡R `ÕAvZ© K‡šÍg‡cvivwb †` ev‡m©‡-
jvbv (2015) Ges nvDR Wvi Kzëz‡ib Wvi ‡fë, 
evwj©b (2016)-G cv÷ wW‡¯‹vqv‡qUt b¨v‡iwUfm 
A¨vÛ †Nv÷m Ad `¨ B›Uvib¨vkbvj AvU© Gw·wekb 
di c¨v‡j÷vBb, 1978-G iƒcvšÍwiZ nq| wZwb 
Kz‡q‡Zi mzjZvb M¨vjvwii `¨v dvDwÛs Bqvm© (1969 
- 1973)t G wm‡jKkb Ad IqvK©m dªg mzjZvb 
M¨vjvwi AvK©vBfm (2012) wKD‡iU K‡ib| Kz‡q‡Z 
wZwb mvwen Avn‡g` (Gwkqv AvU© AvK©vBf)-Gi 
mv‡_ AvU© `yevB †Møvevj AvU© †dviv‡gi (2015) 
Ask wn‡m‡e wWwRUvBwRs AvK©vBfm Gi †bZ…Z¡ 
†`b|

wibv BMvivwk Rvcv‡bi dzKzIKv Gwkqvb AvU© 
wgDwRqv‡gi (GdGGGg) GKRb wKD‡iUi| wZwb 
1990 †kl fv‡Mi ci †_‡K evsjv‡`‡ki mgm-
vgwqK wkíKg© I wfRy¨‡qj KvjPvi wb‡q M‡elYv 
K‡i‡Qb| m¤cÖwZ wZwb gvqvbgv‡iI GKB iKg 
M‡elYv ïiæ K‡i‡Qb| wZwb GdGGGg-G eû 
cÖ`k©bx wKD‡iU I M‡elYv K‡i‡Qb, hvi g‡a¨ 
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History from University of Dhaka in 2014 
and previously interned at the Dhaka Art 
Center. Her research on the crafts of Kushtia, 
Jhenaidah and Magura district of Bangladesh 
has been published in Setouchi Catalogueue: 
Bangladesh Crafts, 2014. She is also an alumna 
of Kennedy-Lugar Youth Exchange and Study 
(YES) programme and was previously involved 
in many social service and youth empowerment 
activities. 

SAIRA ANSARI is a researcher and a 
writer with a focus in South Asian art history, 
publishing, alternative narratives, and science 
fiction. She has a BFA in Painting and an MA 
(Hons.) in Visual Arts from the National College 
of Arts, Lahore. Saira works in Publications 
and Research at the Sharjah Art Foundation 
and is a contributing editor for the South 
Asian literary journal Papercuts. Saira was the 
recipient of the inaugural Lahore Biennale 
Foundation Research Fellowship (2016), granted 
in conjunction with Asia Art Archive (Hong 
Kong) where she developed a digital archive of 
Zubeida Agha (1922–1997). She has also worked 
cloosely with artists from the MENASA region, 
and its diaspora, including Abbas Akhavan, 
Monir Shahroudy Farmanfarmaian, Rana 
Begum, and Slavs and Tatars among others. 
Saira has contributed to various international 
publications including Art Asia Pacific, The Rio 
Times, The State, Canvas, Harper’s Bazaar Art 
Arabia, Khaleej Times, Folio, ArtNow Pakistan, 
Herald Magazine, and The Friday Times, and 
has contributed essays for: Everything we do 
is music, Drawing Room and Cornerhouse 
Publications (UK, 2017); Rupak / 2016-2017: 
Lala Rukh’s commission for documenta 14, 
Grey Noise (UAE, 2017); Anthology of Essays 
on Language and Accent, THE STATE and 
Maraya Art Centre (UAE, 2015); PIX: The 
Pakistan Issue (India, 2015); and Sohbet: Journal 
of Contemporary Arts and Culture, Vol. 2 
(Pakistan, 2011).

i‡q‡Qt †e½wj Kvš’v, GgeªqWvW© KzBë: BUm cv÷ 
A¨vÛ †cÖ‡R›U (2001); Kv‡jw±s BwÛqvt d¨vwm‡bkb 
DB_ BwÛqvb wfRz¨‡qj KvjPvi Bb Kb‡U‡¤úvivwi 
Rvcvb (2012); wdªWg Bb eømgt MvsMIqv wf‡jR 
A¨vÛ G·‡cwi‡g›Uvj AvU© Bb bvBw›Ub GBwUR 
evigv (2012)| wZwb dzKzIKv AvU© wUª‡qbv‡ji 3q 
(2005), 4_© (2009) I 5g (2014) ms¯‹i‡Yi 
†Kv-wKD‡iU‡ii `vwqZ¡ cvjb K‡ib|
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1 PM

1.15– 3PM 

3.30 - 5PM 
.

5.30 - 8PM

INTRODUCTION  
Amara Antilla (Guggenheim Museum) and Diana Campbell Betancourt 

(Dhaka Art Summit)

IMAGINING INTERNATIONALISM  
Nancy Adajania (Independent scholar), Patrick Flores (Art Studies 

Department, University of the Philippines, Manila), Gridthiya Gaweewong 

(Jim Thompson Art Center, Bangkok), Rina Igarashi (Fukuoka Asian Art 

Museum); Moderated by Ming Tiampo (Department of Art History and the 

Institute for Comparative Studies in Literature, Art and Culture, Carleton 

University, Ottawa, Canada)

ASIA AND THE GLOBAL SOUTH  
Atreyee Gupta (History of Art Department, University of California Berke-

ley), Ming Tiampo, Kristine Khouri (Independent scholar), Saira Ansari 

(Sharjah Art Foundation); Moderated by Patrick Flores)

SCHEDULE
8 FEB | 1–5PM | AUDITORIUM 

INTERSECTING MODERNISMS WORKSHOP
Iftikhar Dadi (Department of History and Visual Studies, Cornell Universi-

ty), Ming Tiampo and others.

Led by professors Iftikhar Dadi and Ming Tiampo as the first in a series 

of iterative conversations that will culminate in a textbook describing 

modernism as a global phenomenon, this workshop poses the question: 

what might the building blocks of this alternative history be? Participants 

and emerging scholars will share case studies focusing on movements, 

exhibitions, publications, and institutions that go beyond a Eurocentric 

narrative and highlight the histories of Asia, or the ways in which artists in 

Asia intersected with developments elsewhere.
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SYMPOSIA:  
THE SUNWISE TURN  
SHABBIR HUSSAIN MUSTAFA

Photograph of Ananda and Stella c. 1922

Photo Credit: Princeton University Library - Stella Bloch Papers 

Relating to Ananda K. Coomaraswamy (C0822), Manuscripts 

Division, Department of Rare Books and Special Collections, 

Princeton University Library.
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The Sunwise Turn takes Ananda Kentish 

Coomaraswamy’s seminal 1927 publication, 

A History of Indian and Indonesian Art as 

a starting point and meditates upon three 

political ideas that have marked the writing 

of art histories in the 20th century: industrial, 

modern and region. Constructed around 

Coomaraswamy’s writings in the backdrop of 

anti-colonial struggles of the inter-war years 

and his curatorial work at the Museum of Fine 

Arts, Boston, the workshop seeks to examine 

the interventions his thoughts made into the 

self-consciousness of western modernism. 

Bringing together international voices from art, 

theory, history, and philosophy, the workshop 

is conceived by Shabbir Hussain Mustafa as a 

series of propositions linking Coomaraswamy 

to the sentiments of his time, but also to 

the gradual curve of their evolution today. 

The Sunwise Turn, is then a sort of critical 

circumambulation around the philosopher, 

curator and historian. It picks up the phrase 

from an oft-overlooked bookshop, which 

became the centre of anarchist political thought 

in New York City just after the First World War, 

a place that Coomaraswamy not only came to 

be cloosely associated with but evoked as “the 

storm of the world-flow”.

kvweŸi †nv‡mb †gv¯Ídv cwiKwíZ 
wm‡¤úvwRqvgwU‡Z Avb›` ‡Kw›Uk Kzgviv¯^vgxi 
1927 mv‡ji hyMvšÍKvix cªKvkbv ÔAv wn‡÷vwi 
Ae BwÛqvb GÛ B‡›`v‡bwkqvb AvU©Õ †_‡K ïiæ 
K‡i wesk kZvãxi wkí BwZnv‡mi cÖfvekvjx 
wZbwU ivR‰bwZK aviYv: wkí, AvaywbKZv Ges 
AvÂwjKZv Gi Dci Mfxifv‡e g‡bv‡hvM 
†`qv n‡e| AvšÍ-hy×Kvjxb mg‡q Jcwb‡ewkK-
we‡ivax msMÖvg¸‡jvi †cÖÿvcUmg~‡ni Dc‡i 
‰Zix Kzgviv¯^vgxi †jLv¸‡jv‡K †K›`ª K‡i Ges 
†ev÷‡bi wgDwRqvg Ae dvBb AvU©‡m Zuvi 
wKD‡iUwiqvj Kv‡Ri cwi‡cÖw¶‡Z wbwg©Z GB 
wm‡¤úvwRqvgwU AbymÜvb K‡i Zuvi wPšÍvmg~‡ni 
n¯Í‡¶cY‡K hv cwðgv AvaywbKZvq AvZ¥-m‡PZbv 
‰Zix K‡i| 

wkí, gZev`, BwZnvm Ges `k©‡bi AvšÍR©vwZK 
e³v‡`i GKwÎZ K‡i GB wm‡¤úvwRqvg‡K 
wewfbœ cÖ¯Ívebvi GKwU wmwiR wn‡m‡e fvev hvq 
hv Kzgviv¯^vgx‡K Zvui mgmvgwqK wPšÍvavivi 
mv‡_ m¤úwK©Z Kiv QvovI eZ©gvb mg‡qi mv‡_ 
Zv‡`i µgk evuK¸‡jv‡KI m¤úwK©Z K‡i| 
`vk©wbK, wKD‡iUi Ges BwZnvmwe`‡`i GK cªKvi 
mgv‡jvPbvg~jK cwiµgv GB `¨ mvbIqvBR Uvb© | 
Gi bvg GK cÖvqk D‡cw¶Z eB‡qi †`vKvb †_‡K 
†bqv, hv-i mv‡_ Kzgviv¯^vgx ïaygvÎ AšÍi½fv‡e 
m¤ú„³B wQ‡jb bv, eis G‡K Ôwek¦-cÖev‡ni SoÕ 
e‡j AvnŸvb K‡iwQ‡jb, hv cÖ_g wek¦hy‡×i ci 
wbD BqK© kn‡ii ˆbivR¨ev`x ivR‰bwZK gZev‡`i 
†K›`ªwe›`y n‡q `vuovq|

ALLAN ANTLIFF, CHARLES LIM, IFTIKHAR DADI, JAGATH WEERASINGHE, KIM CROSWELL, 
MARK SEDGWICK, NANCY ADAJANIA, PRIYA MAHOLAY JARADI, SAMIT DAS, 

SIMON SOON, SIMRYN GILL, SWATI CHATTOPADHYAY, TK SABAPATHY
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IFTIKHAR DADI is an associate profes-

sor in Cornell’s Department of History of Art. 
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Elizabeth Dadi for twenty years. Their practice 

investigates popular media’s construction of 

memory, borders, and identity in contemporary 

globalisation, and the productive capacities of 

urban informalities. Their work has been widely 

exhibited internationally. Dadi also serves on 

the editorial advisory boards of the journals 

A¨vjvb A¨v›Uwjd K¨vbvWvi wf‡±vwiqv wek¦we`¨v-
j‡qi wkíKjvi BwZnv‡mi GKRb mn‡hvMx Aa¨vcK| 
Zvi iPbv¸‡jvi g‡a¨ D‡jøL‡hvM¨ nj- †hv‡md e‡qm 
(2014); A¨vbvwK© GÛ AvU©: dªg `¨ c¨vwim KwgDb 
Uz `¨ dj Ad `¨ evwj©b Iqvj (2007); A¨vbvwK©÷ 
gWvwb©Rg: AvU©, cwjwU·, GÛ `¨ dv÷© A¨v‡gwiKvb 
AvfvšÍ Mv‡`© (2001); wZwb Abwj G wewMwbs: Gb 
A¨vbvwK©÷ G‡š’vjwR (2004) kxl©K MÖš’wUi m¤úv`K| 
A¨vjvb i¨vwWKvj †cWvMwR, †cv÷- ÷ªvKPvivwjRg, Ges 
A¨v‡¯’wU·mn wewfboe wel‡q wek` cwim‡i †jLv‡-
jwL K‡i‡Qb| eZ©gv‡b wZwb BD‡K †Z Aew¯’Z Rvb©vj 
A¨vbvwK©÷ ÷vwWm G m¤úv`K wn‡m‡e Ges AvšÍtwelqK 
Rvb©vj A¨vbvwK©÷ †W‡fjc‡g›Um Bb KvjPvivj ÷vwWm G 
mn-m¤úv`K wn‡m‡e Kg©iZ| Zvi †jLv wewfboe fvlvq 
Abyw`Z n‡q‡Q Ges A¨vbvwK©Rg I wk‡íi BwZnv‡m kx-
l©¯’vbxq KZ©ve¨w³‡`i GKRb wn‡m‡e Zv‡K MY¨ Kiv nq|

BdwZLvi `vw` Ki‡bj wek¦we`¨vj‡q wkíKjvi 
BwZnvm wefv‡Mi GKRb mn‡hvMx Aa¨¶| wZwb gWvwb©Rg 
GÛ `¨ AvU© Ae gymwjg mvD_ Gwkqv (2010) Ges 
m¤úvw`Z g‡bvMÖvd- Av‡bvqvi Rvjvj †kghv (2015) 
Gi iPwqZv| `vw` jvBbm Ae K‡›Uªvj: cvwU©kvb GR 
G †cÖvWvw±f †¯úm (2012) Ges Avb‡cwKs BD‡ivc: 
UzIqvW©m G wµwUK¨vj wiwWs (2001) Gi mn-m¤úv`bv 
K‡i‡Qb| Zvi wKD‡i‡Uvwiqvj cÖKí¸‡jvi g‡a¨ i‡q‡Q- 
nve©vU Gd Rbmb wgDwRqvg Ad AvU© Ges Ki‡bj 
BDwbfvwm©wU (2012) G Ges b¨v‡ki wgDwRqvg, wWDK 
BDwbfvwm©wU (2014-14) G AbywôZ jvBbm Ae K‡›Uªvj: 
cvwU©kvb GR G †cÖvWvw±f †¯úm ; Ges wgDwRqvg 
eB‡qgvÝ f¨vb †e¨v‡qwbO‡Mb, iUviWvg (2001-2002) 
G AbywôZ Avb‡cwKs BD‡ivc| wkíx wn‡m‡e BdwZLvi 
`vw` 20 eQi a‡i GwjRv‡e_ `vw`i mv‡_ KvR Ki‡Qb| 
Zv‡`i wkíPP©vq Zviv ¯§„wZ, mxgvšÍmg~n wb‡q ccyjvi 
wgwWqvi ˆZwi aviYv Ges mgmvgwqK wek¦vq‡bi gv‡S 
cwiwPwZ Ges kû‡i †jŠwKKZvnxbZv¸‡jvi Drcv`b¶g 
mvg_©¨ wel‡q AbymÜvb Pvjvq| AvšÍR©vwZKfv‡e Zv‡`i 
KvR e¨vcK cÖ`wk©Z n‡q‡Q| `vw` AvK©vBfm Ae Gwkqvb 
AvU© Ges ev‡qv-‡¯‹vc: mvD_ Gwkqvb w¯OEb ÷vwWR 
kxl©K Rvb©vj¸‡jvi m¤úv`Kxq Dc‡`óv cwil‡` i‡q‡Qb| 



468
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is also co-editor of Vocabulaire de la spatialité 

japonaise (2013) and recipient of the Suntory 
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Prize (2001).

JAGATH WEERASINGHE is an artist. 

He received his BFA degree from the Institute 

of Aesthetic Studies, University of Kelaniya and 

Ges AvU© Rvb©vj Gi cwil‡` wQ‡jb 2007 †_‡K 2011 
ch©šÍ| wZwb nsKs Gi msMVb Gwkqv AvU© AvK©vBf Gi 
GKRb Dc‡`óv Ges Ki‡bj BDwbfvwm©wUi BÝwUwUDU 
di K¤úv‡iwUf gWvwb©wUR Gi cwiPvjK| wZwb Ki‡bj 
BDwbfvwm©wU †_‡K wcGBPwW m¤úboe K‡ib|

BbvMv wk‡Mwg wK‡qv‡Zvi B›Uvib¨vkbvj wimvP© 
†m›Uvi di RvcvbxR ÷vwW‡Ri (wbwPeyb‡Kb) GKRb 
Aa¨¶| c‚‡e© wZwb ¯‹zj Ae KvjPv‡ij GÛ †mvk¨vj 
÷vwWR, Mª¨vRz‡qU BDwbfvwm©wU di GWfvÝW ÷vwWR 
(‡mv‡K›`vB) Gi wWb wQ‡jb| wZwb BDwbfvwm©wU Ae †Uvw-
KI (‡Kvgvev K¨v¤úvm) †_‡K K¤ú¨vivwUf wjUv‡iPvi Ges 
KvjPvi Gi Dci gv÷vm© †Kvm© m¤úboe K‡ib| 1988 
mv‡j j’Dwbfvwm©‡Z cvwn †m_ (c¨vwim †m‡fb BDwb-
fvwm©wU) †_‡K wcGBPwW m¤úboe K‡ib| †mLv‡b wZwb 
wWcvU©‡g›U Ae wjev‡ij AvU©m G mnKvix wn‡m‡e KvR 
K‡ib (1988-1990)| jv †L‡c¯‹z ` jv †cBw›UD‡qvn, 
jz_ †cvw¯’Dg `ÕG‡`vqv gv‡b(1997), `¨ Iwi‡q›U Ae 
†cBw›Us, dÖg Iwi‡q›UvwjRg Uz R¨v‡cvwbRg (1999), `¨ 
†cBw›Us Ab `¨ GR, ÷vwWR Bb UÖvÝ-b¨vkbvj Gwkqvb 
gWvwb©wUR (2013) cÖKvkbvmg~‡n Zvi †jLv cÖKvwkZ nq| 
wZwb µwms KvjPv‡ij eW©vim (2010) Ges Uª¨vwWkbvj 
RvcvbxR AvU©m GÛ Kª¨vdUm Bb `¨ Uz‡qw›U dv÷© †mÂzix 
(2005), †Kv‡q‡ðwbs Iwq‡q›Uvj A¨v‡¯’wUK GÛ w_w¼s 
(2010) Ges cvB‡iUm wfD Ab `¨ Iqvì© wnw÷ª: G wim-
vf©W cvi‡mc&kvb Ae `¨ IW©vi Ae w_sKm& (2016)-Gi 
m¤úv`bv K‡ib| GQvovI, cÖ‡dmi BbvMv †fvKvweDjv †` 
jv ¯ú¨vwkqvwj‡Z R¨v‡cv‡bBR (2013) Gi mn-m¤úv`K 
wQ‡jb| wZwb 1997 mv‡j mvbUwi GKv‡WwgK GIqvW©, 
wkeymvDqv-K¬‡`j cÖvBR, wisMv GIqvW© di `¨ cÖ‡gvkb 
Ae AvU© ÷vwWR kxl©K Ges 2001 mv‡j IqvrmywR 
†Zrmy‡iv KvjPvi cÖvBR kxl©K cyi®‹vimg~n AR©b K‡ib|

wkíx RM_ DBivwms‡n BDwbfvwm©wU Ae †Kjvw-
bqvÕi BÝwUwUDU Ae G‡¯’wUK ÷vwWR †_‡K weGdG wWMÖx 
Ges IqvwksUb wWwmÕi Av‡gwiKvb BDwbfvwm©wU †_‡K 
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of Sri Lanka. He is also a conservator of mural 

paintings, trained at ICROM, Rome and Getty 

Conservation Institute, USA. He is a recipient 
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MARK SEDGWICK is professor of Arab 

and Islamic Studies at Aarhus University in 

Denmark. Before moving to Denmark he studied 

at the universities of Oxford and Bergen and 

GgGdG wWwMÖ †bb| wZwb Zx_© AvwU©÷ Kv‡jw±f Ges 
kÖxjsKvi b¨vkbvj Uªv÷ Gi GKRb cÖwZôvZv m`m¨| wZwb 
AvBwmwmAviIGg, †ivg Ges †MwU KbRvi‡fkb BÝwU-
wUDU, BDGmG †_‡K cÖwk¶Y wb‡q gy¨ivj †cBw›Usmg~n 
msi¶Y K‡ib| Zvi cÖvwß mg~‡ni g‡a¨ i‡q‡Q: †WwfW 
j‡qW wµMvi GIqvW©, Av‡gwiKvb BDwbfvwm©wU; eybKv Kv-
jPv‡ij GIqvW©, kÖxjsKv; wnivqvgv wmé †ivW †d‡jvwkc; 
wfwRwUs †d‡jv, BÝwUwUDU Ae AvwK©IjwR, BDwbfvwm©wU 
Ae jÛb; AvBwmwmAviIGg †d‡jvwkc di KbRvi‡fkb 
÷vwWR, AvBwmwmAviIGg, †ivg; wfwRwUs †d‡jv, 
†÷‡j‡evk BÝwUwUDU di GWfvÝW ÷vwWR, mvD_ 
AvwdÖKv; wfwRwUs ¯‹jvi, BDwbfvwm©wU Ad K¨vwj‡dvwb©qv, 
ev‡K¬©; wfwRwUs ¯‹jvi, BDwbfvwm©wU Ad †U·vm| eZ©gv‡b 
wZwb BDwbfvwm©wU Ae †KjvwbqvÕi †cv÷ Mª¨vRz‡qU BÝwU-
wUDU Ae AvwK©IjwR‡Z GKRb Aa¨vcK wn‡m‡e wbhy³ 
i‡q‡Qb Ges wkíKjvi BwZnvm, AvwK©IjwRi BwZnvm I 
ZË¡ Ges HwZn¨ msi¶Y Gi BwZnvm¸‡jv wb‡q M‡elYv 
Ki‡Qb|

eZ©gv‡b KvbvWvi wf‡±vwiqvq emevmiZ wKg 
µmI‡qj GKRb wkíx Ges †jLK| AZx‡Z wZwb 
GKRb ÷xj-SvjvB e¨enviKvix fv®‹i Ges iv¯Ívq cv‡cU 
cÖ`k©bKvix wn‡m‡e KvR K‡i‡Qb| Zvi GgG w_wmm `¨ 
cwjwU· Ad WvÝ: †÷jv eøP GÛ AvBwW‡qj Wªvgv, B÷ 
GÛ I‡q÷ G wZwb `w¶Y Gwkqvi mv‡_ BD‡iv-Av‡g-
wiKvb b„Z¨PP©vmg~‡n wk‡íi mvgvwRK-ivR‰bwZK f‚wgKv 
Zzjbv Kivi gva¨‡g wk‡í Ges b„Z¨bv‡U¨ ÔHwZn¨Õ Ges 
ÔAvaywbKZvÕi g‡a¨Kvi UvbUvb D‡ËRbvmg‚n wb‡q we‡kølY 
K‡ib| eZ©gv‡b wZwb BDwbfvwm©wU Ae wf‡±vwiqv †_‡K 
wjWviwkc, A¨vWvë GWz‡Kkb GÛ KwgDwbwU ÷vwWR 
G wcBGPwW Ki‡Qb, †hLv‡b wZwb wkíwfwËK M‡e-
lYv-PP©vmg~n e¨envi K‡i mvgvwRK cwieZ©‡b wk¶v`v‡bi 
¸iæZ¡ A‡š^lY Ki‡Qb|

gvK© †mWDBK †Wbgv‡K©i Aviûm wek¦we`¨vj‡qi 
Avie I BmjvwgK ÷vwWR Gi GKRb Aa¨vcK wn‡m‡e 
i‡q‡Qb| †Wbgv‡K© hvIqvi Av‡M wZwb A·‡dvW© I ev‡R©b 
wek¦we`¨vj‡q Aa¨qbiZ wQ‡jb Ges A‡bKw`b Kvq‡ivi 
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transfer between the Muslim world, the West, 

and global transnationalism. His Against the 

Modern World: Traditionalism and the Secret 

Intellectual History of the Twentieth Century 

was first published in 2004, and his Western 

Sufism: From the Abbasids to the New Age was 
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hybrid exhibition-publication project ‘Sacred/

Scared’ at Latitude 28/ TAKE on Art magazine, 

New Delhi (2014). Adajania taught the curatorial 

practice course at the Salzburg International 

Summer Academy of Fine Arts (2013/2014). She 

is the juror for Video/Film/New Media fellow-

ship cycle of the Akademie Schloss Solitude 
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PRIYA MAHOLAY-JARADI is currently 

Convenor for Art History Minor, a collaboration 

between Faculty of Arts and Social Scienc-

Av‡gwiKvb wek¦we`¨vj‡q wk¶KZv K‡i‡Qb| Zvi KvR 
g~jZ gymwjg wek¦ Ges cwð‡gi mvs¯‹…wZK Ges ag©xq 
Av`vbcÖ`vb, Avi wek¦e¨vcx AvšÍR©vwZKZvev` welq wb‡q| 
Zvi iwPZ MÖš’ G‡MBÝU `¨ gWvb© Iqvì©: UªvÝb¨vkbvwjRg 
GÛ `¨ wm‡µU B‡›U‡jKPzqvj wnw÷ª Ad `¨ Uz‡qw›U‡q_ 
†mÂzix bvgK cÖ_g 2004 †Z cÖKvwkZ nq Ges I‡q÷vb© 
mywdRg: dªg `¨ AveŸvwmWm Uz `¨ wbD GR cÖKvwkZ nq 
2016‡Z| mgKvjxb ivRbxwZ wb‡qI wZwb KvR Ki‡Qb|

b¨vwÝ Av`vRvwbqv gy¤^vB wbevmx GKRb mvs¯‹…wZK 
ZvwË¡K Ges wKD‡iUi| Zvi eB, `¨ _vwU©b_ †cøm: cw-
mkbvwjwU GR wµwUK Bb `¨ AvU© Ae bf‡RvZ AvjZvd 
(wMì M¨vjvwi, 2016), MZvbyMwZK AvwU©÷ g‡bvMÖv‡di 
wbqg¸‡jvi evB‡i wM‡q fvi‡Zi evgcš’x Ges bvixev`x 
Av‡›`vjb¸‡jvi BwZnv‡mi GKwU eo gvbwPÎ AsKb 
K‡i| m¤cÖwZ, wZwb GKwU UÖvÝwWwmwcøbvwi msKjb mvg 
w_sm `¨vU Abwj AvU© K¨vb Wz: G †jw·qb Ad A¨v‡dw±f 
b‡jR (ivhv dvD‡Ûkb, 2017) Gi m¤úv`bv K‡ib| 
wZwb 2012 mv‡j 9g †MvqvsRz we‡qbv‡j‡Z †hŠ_ ˆkwíK 
wb‡`©kK wQ‡jb Ges wewfboe cÖ`k©bx wKD‡iU K‡i‡Qb| 
Gû‡jvi g‡a¨ i‡q‡Q- ‡bv cviwm BR Gb AvBj¨vÛ; G 
wKD‡iUwiqvj wi-wiwWs A¨vµm Iqvb nv‡ÛªW GÛ wddwU 
Bqvim (b¨vkbvj M¨vjvwi Ae gWvY© AvU©, w`jøx, 2016); 
mvBUm GÛ mvDÛm:†Møvevj wdj¥ GÛ wfwWI, RzBk 
wgDwRqvg, wbq BqK© (2015) Ges 2014 mv‡j bZzb 
w`jøx‡Z AbywóZ j¨vwUwPDW 28/ †UK Ab AvU© g¨vMvwRb-G 
cÖ`k©bx-cÖKvkbvi nvBweÖW GKwU cÖKí Ô‡m‡µW/‡¯‹qvi-
WÕ| Av`vRvwbqv mjmevM© B›Uvib¨vkbvj mvgvi GKv‡Wwg 
Ad dvBb AvU©m(2013/2014) G wKq‡iUwiqvj cÖ¨vw±m 
†Kv‡m© wk¶v`vb K‡ib| wZwb GKv‡Wwg ¯øk mwjwUDU 
Gi wfwWI/ wdj¥/wbD wgwWqv †d‡jvwkc mvB‡Kj Gi 
Rzwi‡ev‡W© wQ‡jb (2015-2017)|

wcÖqv gvn‡j-Rvivw` wm½vcy‡ii RvZxq wek¦we`¨v-
j‡qi gvbweK I mvgvwRK weÁvb Abyl` Ges wm½vcy‡ii 
RvZxq M¨vjvwii mn‡hv‡M MwVZ AvU© wn÷wi gvBbi 
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es, National University of Singapore and the 

National Gallery Singapore. She earned an MA 

in art history from School of Oriental and African 

Studies, London (2001); a PhD from the National 

University of Singapore (2012) and a post-doctoral 
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Cama Oriental Institute (2011); Baroda: A Cosmo-
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Foundation (2015); Fashioning a National Art, 

Oxford University Press (2016). 

SAMIT DAS was born in 1970 in Jamshedpur, 

India and specializes in painting, photography, 

interactive art works and artist’s books, often 

creating multi-sensory environments through art 

and architectural installations. He studied fine 

arts at Santiniketan Kala Bhavan and thereafter 

at Camberwell College of Arts. Samit has deep 

interest in archival and documentation tactics, of-

ten in search of newer visual vocabularies. Samit 

has held several solo exhibitions, most recently at 

TARQ and Clark House Initiative. One of his key 

projects has been to document the Tagore House 

Museum in Kolkata (1999-2001) and develop reso-

nances with Tagore’s concept of space in relation 

to Swami Vivekananda and Nandalal Bose. This 

resulted in the book Architecture of Santiniketan: 

Tagore’s Concepts of Space (2013). In 2016, he 

received the Prohelvetia Grant to research at The 

Material Archives in Sitterwerk. Most recently, 

he was awarded the Pernod Ricard Fellowship to 

work on post-independence Indian artists with 

kxl©K GKwU Kvh©µg Gi AvnŸvqK| wZwb jÛ‡bi ¯‹zj 
Ae Iwi‡q›Uvj GÛ AvwdªKvb ÷vwWR †_‡K 2001 mv‡j 
wkíKjvi BwZnvm wel‡q GgG m¤úboe K‡ib; 2012 
mv‡j wm½vcy‡ii RvZxq wek¦we`¨vjq †_‡K wcGBPwW 
m¤úboe K‡ib Ges 2013 mv‡j †jB‡Wb G B›Uvib¨vk-
bvj BÝwUwUDU di Gwkqvb ÷vwWR-G ‡cv÷-W±ivj 
‡d‡jvwkc m¤úboe K‡ib| wZwb wm½vcy‡ii Gwkqvb wm-
wfjvB‡Rkb wgDwRqv‡gi wKD‡iUi wQ‡jb| Zvi †Kv-wK-
D‡iU Kiv Kv‡Ri g‡a¨ i‡q‡Q: †cv‡U©ªBU Ae G KwgDwbwU 
(b¨vkbvj M¨vjvwi Ae gWvb© AvU©, gy¤^vB, 2002); weDwU 
Bb Gwkqv (Gwkqvb wmwfjvB‡Rkb wgDwmqvg, wm½vczi, 
2007); †UvD‡UvjwR Ae †ggwi ( GbBDGm wgDwRqvg, 
wm½vcyi)| Rvivw`i iwPZ MÖš’mg~‡ni g‡a¨ i‡q‡Q- cvi-
wm †cv‡U©ªBU dªg `¨ ÷zwWI Ae ivRv iwe eg©v, gy¤^vB: 
†K Avi Kvgv Iwi‡q›Uvj BÝwUwUDU (2011); e‡iv`v: 
G Km‡gvcwjUb cÖwfb¨vÝ Bb UªvbwRkb, gy¤^vBt gvM© 
dvD‡Ûkb (2015); d¨vkwbs G b¨vkbvj AvU©, A·‡dvW© 
BDwbfvwm©wU †cÖm (2016)|

mwgZ `vm 1970 mv‡j fvi‡Zi Rvg‡k`cy‡i 
Rb¥MÖnb K‡ib| †cBw›Us, d‡UvMÖvwd, B›Uv‡iw±f AvU© 
IqvK©m, AvwU©÷m eyKm& gva¨gmg~‡n wZwb we‡klÁ Ges 
AwaKvsk mgq KvR K‡ib wewfboe wkí Ges ¯’vcZ¨wf-
wËK BÝU‡jk‡bi gva¨‡g eû-Bw›`Öq msµvšÍ cwi‡ek ˆZwi 
K‡i| wZwb kvwšÍwb‡KZ‡bi Kjvfe‡b Ges cieZ©x‡Z 
K¨v¤^viI‡qj K‡jR Ae AvU©m G covïbv K‡ib| AvK©vB-
fvj Ges WKz‡g‡›Uk‡bi wewfboe †KŠkj wb‡q mgx‡ii 
AvMÖn i‡q‡Q, cÖvqkB `„k¨MZ kãvejxi †Luv‡R| KjKvZ-
vq †U‡Mvi nvDR wgDwRqvg (1999-2001) WKz‡g›U Kiv 
Zvui ¸iæZ¡c‚Y© KvR¸‡jvi GKwU, hv ¯^vgx we‡eKvb›` Ges 
b›`jvj emyi wPšÍvi mv‡_ †¯úm wb‡q iex›`Öbv_ VvKz‡ii 
aviYvi AbyiYb NUvq| Gi djkªywZ‡Z AvwK©‡UKPvi Ae 
kvwšÍwb‡KZb: †U‡MviÕm K‡ÝÞm Ae †¯úm kxl©K eBwU 
cÖKvwkZ nq| 2016 mv‡j wZwb wmUviIqv‡Ki© `¨ g¨v‡U-
wiqvj AvK©vBfm G M‡elbvi Rb¨ †cÖv‡nj‡fwkqv Mª¨v›U 
cvb| m¤cÖwZ Zv‡K cv‡b©vW wiKvW© †d‡jvwk‡c cyi®‹…Z 
Kiv nq c¨vwi‡mi mv‡_ †hvMv‡hv‡M ¯^vaxbZv-DËi fviZxq 
wkíx‡`i wb‡q KvR Kivi Rb¨| 2017 mv‡j Ôcybð cvixÕ 
kxl©K cÖ`k©bxwU wfjv f¨vwmwj‡qd, c¨vwim G AbzwôZ nq|
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Parisian links. Titled ‘Punashcha Parry’, the exhi-

bition was held at Villa Vassilieff, Paris (2017). 

SIMON SOON is a researcher and Senior 

Lecturer in the Visual Art Department of the 

Cultural Centre, University of Malaya. He com-

pleted a Ph.D. in Art History at the University 

of Sydney under an Australian Postgraduate 

Award scholarship. His thesis ‘What is Left of 

Art?’ investigates the spatial-visual cultures at 

the intersection between left-leaning politicised 

art movements and the emergent modern pub-

lics of Indonesia, Singapore, Thailand and the 

Philippines from 1950s–1970s. His broader areas 

of interest include comparative modernities in 

the art, urban histories, history of photography 

and art historiography. He has written on var-

ious topics related to 20th century art across 

Asia and occasionally curates exhibitions, most 

recently Love Me in My Batik: Modern Batik 

Art from Malaysia and Beyond. He is also 

co-editor of Narratives of Malaysian Art Vol. 4. 

From 2015–16, he is a participant in the Power 

Institute’s Ambitious Alignments: New Histo-

ries of Southeast Asian Art, funded by Getty 

Foundation’s Connecting Art Histories initiative. 

He is also an editorial member of Southeast of 

Now: Directions in Contemporary and Modern 

Art in Asia, and a team member at the Malaysia 

Design Archive, a repository on visual cultures 

from late 19th to the present day.

SWATI CHATTOPADHYAY is Professor 

in the Department of History of Art and Archi-

tecture at the University of California, Santa 

Barbara. She is the author of Representing Cal-

cutta: Modernity, Nationalism, and the Colonial 

Uncanny (Routledge, 2005), Unlearning the 

City: Infrastructure in a New Optical Field (Min-

nesota, 2012), the co-editor (with Jeremy White) 

mvBgb myb gvj‡qwkqv wek¦we`¨vj‡q mvs¯‹…wZK 
†K‡›`Öi `„k¨Kjv wefv‡Mi GKRb M‡elK Ges cªexY 
cªfvlK| wZwb A‡÷ªwjqvb ‡cv÷ Mª¨vRy‡qU GIqvW© 
¯‹jviwkc wb‡q wmWwb wek¦we`¨vjq †_‡K wkíKjvi 
BwZnv‡m wcGBPwW m¤úboe K‡ib| Zvi w_wmm Ô‡nvqvU 
BR †jdUd Ae AvU©?Õ G wZwb evg‡Nlv ivRbxwZMÖ¯Í 
wkí Av‡›`vjb¸‡jvi Ges 1950 Gi `kK †_‡K 1970 
Gi `kK ch©šÍ B‡›`v‡bwkqv, wm½vcyi, _vBj¨vÛ Ges 
wdwjcvB‡b DÌvbkxj AvaywbK RbM‡Yi ga¨Kvi ¯’vwbK-
`„k¨MZ ms¯‹…wZ¸‡jv LwZ‡q †`‡Lb|
wk‡í Zzjbvg~jK AvaywbKZvmg~n, bMixq BwZnvm¸‡jv, 
d‡UvMÖvwdi BwZnvm Ges wkíKjvi BwZnvmwjLb c×w-
Zmg~‡n Zvi AvMÖ‡ni RvqMv i‡q‡Q| Gwkqvi weskkZ-
vãxi wkí wb‡q bvbvb wel‡q wZwb †jLv‡jwL K‡i‡Qb 
Ges K‡qKwU cÖ`k©bx wKD‡iUI K‡i‡Qb| G¸‡jvi g‡a¨ 
i‡q‡Q AwZ mv¤cÖwZK- jvf wg Bb gvB evwUK: gWvb© 
evwUK AvU© dªg gv‡jwkqv GÛ weqÛ | wZwb b¨v‡iwUfm 
Ae gv‡jwkqvb AvU© fwjDg 4 Gi mn-m¤úv`K wQ‡jb 
(2015-2016)| wZwb †MwU dvD‡Ûkb Gi Kv‡bw±s AvU© 
wnw÷ÖR Bwbwk‡qwUf Gi dv‡Û Pjv cvIqvi BÝwUwUD‡Ui 
ÒGw¤^kvm GjvB‡b¥›Um: wbD wnw÷ªR Ae mvD_ Gwkqvb 
AvU©Ó G AskMÖnY K‡ib| wZwb mvD_B÷ Ae bvD: 
wW‡iKkÝ Bb K‡›U‡¤úvivwi GÛ gWvb© AvU© Bb GwkqvÕi 
m¤úv`Kxq cwil‡`i GKRb m`m¨ , Ges Dbwesk kZ‡Ki 
†kl †_‡K AvR‡Ki w`b ch©šÍ wfRy¨‡qj KvjPv‡ii fvÛvi, 
gvj‡qwkqv wWRvBb AvK©vBf `‡ji GKRb m`m¨|

¯^vwZ P‡Ævcva¨vq mvšÍv evievivq Aew¯’Z 
BDwbfvwm©wU Ae K¨vwj‡dvwb©qvi wkíKjvi BwZnvm Ges 
¯’vcZ¨ wefv‡Mi GKRb Aa¨vcK| Zvi iwPZ Mªš’mg~‡ni 
g‡a¨ i‡q‡Q- wi‡cª‡Rw›Us K¨vjKvUv: gWvwb©wU, b¨vkbvw-
jRg, GÛ `¨ K‡jvwbqvj Avb‡Kwb (iæU‡jR, 2005); 
Avbjvwb©s `¨ wmwU: Bbdªv÷ªvKPvi Bb G wbD AwÞK¨vj 
wdì (wg‡b‡mvUv, 2012)| †R‡iwg †nvqvB‡Ui mv‡_ 
wZwb mn-m¤úv`bv K‡ib- wmwU Ae njm GÛ wmwfK 
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of City Halls and Civic Materialism: Towards a 

Global History of Urban Public Space (Taylor 

and Francis, 2014). She is currently completing 

two book projects: Geography of Small Spaces, 

and a co-edited volume (with Jeremy White), 

Critical Approaches to Contemporary Architec-

ture (Routledge, 2017).  She received a 2015-16 

Guggenheim Fellowship for her research proj-

ect, “Nature’s Infrastructure: British Empire and 

the Making of the Gangetic Plains, 1760-1880.” 

She is a former Editor of the Journal of the 

Society of Architectural Historians. 

g¨v‡UwiqvwjRg: UzIqvW©m G †Møvevj wnw÷ª Ae Avievb 
cvewjK †¯úm (‡UBji GÛ dªvwÝm, 2014)| eZ©gv‡b 
wZwb `zwU eB‡qi cÖK‡í KvR Ki‡Qb- wRIMÖvwd Ad ¯§j 
†¯ú‡mm, Ges †R‡iwg †nvqvB‡Ui mv‡_ mn-m¤úv`bvq 
G wµwUK¨vj A¨v‡cÖv‡Pm Uz K‡›U¤úivwi AvwK©‡UKPvi 
(iæU‡jR, 2017)| wZwb Zvi M‡elYv cÖKí Ò‡bPviÕm 
Bbdªv÷ªvKPvi t weªwUk G¤úvqvi GÛ `¨ †gwKs Ae 
†M‡ÄwUK †cøBbm& , 1760-1880Ó Gi Rb¨ 2015-16 
¸‡MBbnvBg †d‡jvwkc AR©b K‡ib| wZwb Rvb©vj Ae `¨ 
†mvmvBwU Ae AvwK©‡UKPvivj wn‡÷vwiqvbm Gi GKRb 
cÖv³b m¤úv`K|
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10 AM

11 AM

11.40 AM

12.20 PM

1 PM

1.40 PM

3 PM

3.40 PM

4.20 PM

10.20 AM

9 FEBRUARY 2018, AUDITORIUM

SESSION 1: INTRODUCTIONS

SESSION 2: HISTORIES

SESSION 3: COSMOPOLITANISM

INTRODUCTORY REMARKS 
Diana Campbell Betancourt, Chief Curator, DAS2018

Iftikhar Dadi, artist and historian, Cornell University, Ithaca, USA  

[Artisan/AKC] 

Nancy Adajania, cultural theorist and curator, Mumbai, India [Social Jus-

tice/Art History/AKC]

Swati Chattopadhyay, historian, University of California, Santa Barbara, 

USA [Location/Space, Tagore, AKC]

Shigemi Inaga, cultural theorist, International Research Center for Japa-

nese Studies, Kyoto, Japan [Pan-Asianism/Okakura Kakuzo/AKC]

Respondent: Allan Antliff 

Allan Antliff, historian, University of Victoria, British Columbia, Canada 

[Anarchism/New York/AKC]

Kim Croswell, artist and historian, University of Victoria, British Columbia, 

Canada [Performativity/Stella Bloch/AKC]

Priya Maholay Jaradi, historian and curator, National University of Singa-

pore, Singapore [Modernism/Baroda/AKC] 

NAMING & FRAMING 
Shabbir Hussain Mustafa, curator, National Gallery Singapore

SCHEDULE

Taking Ananda Kentish Coomaraswamy’s seminal 1927 publication A History of Indian and Indonesian Art as a starting point, this 

symposium will meditate upon three political ideas that have marked the writing of art histories in the 20th century: industrial, 

modern and region.
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10 FEBRUARY 2018, AUDITORIUM

7.20 PM

SESSION 4: INTERVENTION

A reading by Simryn Gill [special commission for DAS 2018]

10 AM

10.40 AM

11.20 AM

12 PM

SESSION 5: ARCHIVES

Samit Das, artist and writer, New Delhi, India [Rabindranath Tagore/Mod-

ernism/AKC] 

Jagath Weerasinghe, artist and historian, University of Kelaniya, Sri Lanka 

[Archaeology/Contemporaneity/AKC] 

Simon Soon, historian and curator, University of Malaya, Kuala Lumpur, 

Malaysia [Durai Raja Singam/Diaspora/AKC]

Respondent: Swati Chattopadhyay

1.30 PM

SESSION 6: PRESENCE

 T.K. Sabapathy, ‘Then There Was Coomaraswamy’, 40mins, a film-inter-

view by Charles Lim and Shabbir Hussain Mustafa [special commission 

for DAS 2018]  

3 PM

SESSION 7: A SOUTH-SOUTHEAST ASIAN DIALOGUE

Roundtable, led by Simon Soon and Priya Maholay Jaradi

4.30 PM

SESSION 8: WHERE DO WE GO FROM HERE?

Roundtable, led by Mark Sedgwick and Jagath Weerasinghe

6 PM

SESSION 9: CLOSING

Concluding remarks by Shabbir Hussain Mustafa

5 PM

5.40 PM

Mark Sedgwick, historian, Aarhus University in Denmark, Denmark [Tradi-

tionalism/AKC]

Respondent: Shigemi Inaga
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ILLUSTRATED LECTURES 
IMAGERY, IDEAS, PERSONAE, AND 
SITES ACROSS SOUTH ASIA
 
BETH CITRON AND DIANA CAMPBELL BETANCOURT

Image:  Lucy Raven, Still 

from Low Relief (2012-18), 

illustrated lecture.  
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Artists Lucy Raven, The Otolith Group (Anjalika Sagar and Kodwo Eshun), Matti Braun, and Amie 

Siegel will present illustrated lectures concerning the contemporary circulation of traditional and 

modernist imagery, ideas, personae, and sites across South Asia. Specifically, and respectively, these 

include sculptural reliefs at Ellora, Rabindranath Tagore’s art school at Santiniketan, the vision of 

physicist Vikram Sarabhai, and the global circulation of modernist furniture from Le Corbusier’s 

Chandigarh. 

Building on their individual presentations, the artists will gather with curators Beth Citron and Di-

ana Campbell Betancourt in the Education Pavilion on February 4th at 6:30pm for a critical discus-

sion of the form of the ‘illustrated lecture’ or ‘lecture performance.’ As an artistic discipline that has 

often seemed to blur boundaries among art, research, and discourse, the workshop will examine 

different approaches to the lecture performance, as well as the limits of this form and the language 

used to circumscribe it. Taking historical examples of lecture performances by Chris Burden, 

Yvonne Rainer, Robert Morris, and Joseph Beuys into consideration, one question this workshop 

hopes to answer is how the ‘lecture performance’ differs from other types of live works and talks 

delivered by artists today. This form has been defined rather loosely globally, and comparatively 

been less studied and practiced in South Asia. This programme seeks to address both the global, 

and local implications of this form. 

AMIE SIEGEL, LUCY RAVEN, MATTI BROWN, THE OTOLITH GROUP



478

11 AM  
EDUCATION 
PAVILION

5.30 - 6.15 PM
AUDITORIUM

THE OTOLITH GROUP
Notes towards a Film on Santiniketan

Trees are the earth’s endless effort to speak to the listening cosmos.

Rabindranath Tagore, Fireflies, 1928. Since 2012, The Otolith Group have been 

developing a work that engages with what Gayatri Spivak calls the ‘aesthetic 

education’ of Visva Bharati University, Shantineketan.

 

The lecture performance by The Otolith Group will present scenes from the 

aesthetic sociality engendered in and by Kala Bhavana at Visva Bharati. The 

Otolith Group’s encounters with the pedagogy of ‘tree schooling’ developed 

Tagore at Visva Bharati opens onto an engagement with improvisational 

practices of desegregation and dealienation.

 

The encounters with these practices subtend the ongoing implications of 

Tagore’s aesthetico-political ecology of nature into a rethinking of the shape 

of learning in the future of the present. Such a rethinking feeds into an impro-

visation in and with cinema.

 

What emerges from these experiments with aesthetic education are a series 

of scenes from a Neo-Tagorean cinema. A cinema conceived as a practice of 

image making that is shaped by the multiple frames and links of network real-

ism and the geography of the hyperlocal.   

LUCY RAVEN
Low Relief 

Low Relief connects research into bas-relief sculpture in both India and 

the United States to the illusion of depth created in stereoscopic 3D lms, 

and the globally- connected, labour-intensive processes of post-produc-

tion involved.

Programme
2 FEBRUARY 2018

3 FEBRUARY 2018

Image credits for facing page (Clockwise): Lucy Raven, Still from Curtain (2014). Courtesy of the artist.  Amie Siegel, Provenance 

(2013), HD video, colour/sound, 40 min, (film still). Image courtesy of the artist and Simon Preston Gallery, New York. Matti Braun, 

Vikram Sarabhai (1919–71) at Kovalam beach, Kerala, from the cover of Padmanabh K Joshi’s Vikram Sarabhai: The Man and the Vision 

(Mapin, 1992).
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12.30 - 1.20 PM
AUDITORIUM

5.30 - 6.30 PM
EDUCATION 
PAVILION

MATTI BRAUN 
Vikram Sarabhai

The illustrated lecture takes as its point of departure the biography of 

Vikram Sarabhai (1919-1971), father of the Indian space programme. It 

shows how his work intersected major cultural developments in 20th 

century India and reveals interactions with international modernist figures 

including Le Corbusier, John Cage, and Henri Cartier-Bresson as they 

engaged with him and members of his influential family of patrons in their 

home city of Ahmedabad. 

Supported by the Goethe Institut. 

AMIE SIEGEL
Backstory

An associative talk on the speculative, imitative and extractive actions 

within design, art and auctions in connection to India— on Chandigarh 

and Le Corbusier, on Pierre Jeanneret, John Pawson and Donald Judd, 

on modernism, minimalism and marketing—how these iconographies, and 

the behaviors of design and art markets, both mask and discloose the ow 

of capital. This accompanies the artist’s film presentations in the exhibi-

tion Planetary Planning. 

4 FEBRUARY 2018
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TALKS PROGRAMME
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12 - 1.50PM
AUDITORIUM

2 - 3.20PM
AUDITORIUM

3.30 - 5.30PM
AUDITORIUM

2 FEBRUARY, 2018

ANOTHER ASIA 
Art historians and curators discuss the past, present, and possible 

future for inter-Asia artistic exchange and the steps necessary to revive 

these vibrant transnational histories. 

Rustom Bharucha (JNU, New Delhi), Suman Gopinath (Independent 

Curator), Johnson Chang (West Heavens Project Founder, co-founder 

Asia Art Archive), Yin Ker (NTU Singapore), Syed Jahangir (formerly di-

rector of Bangladesh Shilpakala Academy), moderated by Mark Rappolt 

(ArtReview).

DECOLONISING AND BUILDING ART INSTITUTIONS  
IN THE GLOBAL SOUTH 
Art professionals from Bangladesh, Senegal, Chile, Vietnam, and Sri Lanka 

discuss diverse forms of institution building that are innovated from local 

needs and how they build local expertise to protect and drive forward art 

(historical) discourse. 

Kazi Khaleed Ashraf (Director-General, Bengal Institute of Architecture, 

Landscapes and Settlements), Cosmin Costinas (Executive Director, 

Para Site, Hong Kong); Koyo Kouoh (Founding Director, RAW Material 

Company, Dakar), Jeannette Plaut (Founder, Constructo, Santiago), Zoe 

Butt (Director, The Factory, Ho Chi Minh City), Sharmini Pereira (Founder, 

Raking Leaves, Colombo), moderated by Diana Campbell Betancourt 

(Samdani Art Foundation).

RISING OCEANS AND CONFLICT:  
FROM BANGLADESH TO PLANETARY SCALE 
Organised by TBA21–Academy and INTERPRT, this panel brings together 

artists, curators, and scientists to locate Bangladesh and the rising waters 

of the world’s oceans within the global crisis of Climate Change, employ-

ing tools of Forensic Architecture.  

A closed-door workshop will follow this panel in the  
Education Pavilion on Feb 3rd

PROGRAMME



482

4 - 5PM
BMW LOUNGE

10AM - 2PM
AUDITORIUM

2.30 - 3.50PM
AUDITORIUM

2 FEBRUARY, 2018

3 FEBRUARY, 2018

BOOK LAUNCH MUSEUM BHAVAN WITH DAYANITA SINGH WITH 
FRANCES MORRIS
MUSEUM BHAVAN is a pocket museum, published by Steidl 2017. It was 

awarded best photo book of the year at Paris photo. The artist shares, 

“when the nine mobile museums in Museum Bhavan began to find 

homes in more formal institutions, I decided to find a form that would 

allow my museums to be simultaneously disseminated in more domestic 

spaces: as a result, the larger wooden museums transformed into the 

pocket museum.  A unique handmade box that holds within it nine min-

iature books/exhibitions and a book of conversations. Is it a book? Is it 

an exhibition? Is it mass produced? Is it unique? Is it a work of art? The 

book is an invitation to become the curator of my work.”

REHEARING THE WITNESS: THE BHAWAL COURT CASE; PERFOR-
MANCE BY ZULEIKHA CHAUDHARI 
Using an historical trial, which began in Dhaka about a possible impos-

tor to re-examine the enormous archive, this performance from Bearing 

Points is a means of rendering problematic the notions of evidence, 

archive and identity and realised in collaboration with the Alkazi Foun-

dation for the Arts.

With additional Support from Brown University, Centre for South Asia.  

REORIENTING COLLECTIONS AND RETHINKING THE CANON 
Museum directors from large-scale international art institutions in the 

UK, Europe, USA, and Asia discuss how their museums are reorienting 

their programming and collections to include art from South Asia. 

Glenn Lowry (Director, Museum of Modern Art, New York), Frances 

Morris (Director, Tate Modern), Doryun Chong (Deputy Director, M+, 

Hong Kong), Sebastian Cichocki (Deputy Director, Museum of Modern 

Art, Warsaw) moderated by Sabih Ahmed (Senior Researcher, Asia Art 

Archive)

PROGRAMME
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11AM - 12PM
AUDITORIUM

12.30 - 1.30PM
EXHIBITION 
SPACE OF A 
BEAST, A GOD, 
AND A LINE

4 - 5.20PM
AUDITORIUM

4 FEBRUARY, 2018

CAN ALL ART BE PUBLIC? 
A discussion between curators Helen Pheby (Senior Curator, Yorkshire 

Sculpture Park), Alexie Glass Kantor (Director, Artspace Sydney) and 

artists Rashid Rana and Munem Wasif about how to rethink audience 

engagement beyond traditional formats, moderated by Sally Tallant 

(Director, Liverpool Biennial). 

UNFOLDING THE PACIFIC RIND WITH NABIL AHMED, SUGATA 
BOSE AND COSMIN COSTINAS   
This discussion between artist, architect, academic, politician, and cura-

tor draws links between environmental and political violence connected 

to the exhibition A beast, a god, and a line and artist Nabil Ahmed’s 

research on Bangladesh and the Pacific. This presentation is support-

ed by TBA21-Academy and the Lakshmi Mithal South Asia Institute, 

Harvard University. 

Nabil Ahmed (artist and researcher), Shahidul Alam (artist and founder 

of Drik/Pathshala), Sugata Bose (Gardiner Professor of Oceanic History 

and Affairs at Harvard University and Parliamentary Member of West 

Bengal), Cosmin Costinas (Executive Director, Para Site, Hong Kong), 

Eyal Weizman (Founder, Forensic Architecture). 

TRANSNATIONAL ART AND ARCHITECTURE HISTORIES ROOTED 
IN BANGLADESH 
Art historians and family members discuss the importance of interna-

tional exchange and transnational networks and encounters that include 

Bangladesh in the work of Muzharul Islam and Louis Kahn, Novera 

Ahmed, Sahid Sajjad, Mohammad Kibria, and Pacita Abad. 

Martino Sterli (Chief Curator of Architecture, the Museum of Modern 

Art, New York), Mustafa Zaman (Art Historian), Nurur Khan (Architect 

and Architecture Historian), Mariah Lookman (Artist and Art Histori-

an), Juneer Kibria (artist), and Jack Garrity (Fundacion Pacita Center 

for the Arts), moderated by Diana Campbell Betancourt (Samdani Art 

Foundation)
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1.30 - 2.50PM
AUDITORIUM

2 - 3.30PM
AUDITORIUM

2-3:30 Uv (`ycyi)
AwW‡Uvwiqvg 

4-5:30 Uv (weKvj)
AwW‡Uvwiqvg 

4 - 5.30PM
AUDITORIUM

5 - 6PM
BMW LOUNGE

4 FEBRUARY, 2018

5 FEBRUARY, 2018

FURTHERING NON-WESTERN NARRATIVES FROM  
WITHIN THE INSTITUTION 
Leading curators of contemporary art and architecture discuss their 

recent and upcoming work which challenges and furthers international 

understanding of art outside of the Western canon or international art 

fair circuits, speaking of the ethics and responsibility of engaging locally 

and internationally in increasingly nationalistic times.

Shanay Jhaveri (Assistant Curator, Metropolitan Museum of Art), Sean 

Anderson (Associate Curator, the Museum of Modern Art), Tarun 

Nagesh (Associate Curator, QAGOMA), Polly Staple (Director, Chisen-

hale Gallery), moderated by Devika Singh (University of Cambridge)

Pvi  cÖR‡b¥i bvix wkíx 
evsjv‡`‡ki, GgbwK cy‡iv we‡k¦i wk‡íi BwZnvm ‡jLv n‡q‡Q cyiælZvwš¿K `…wó‡Kvb 
‡_‡K| mvavibZ bvix‡`i ˆkwíK Ae`vb wb‡q Lye KgB Av‡jvPbv Kiv n‡q _v‡K| 
evsjv‡`kx bvix wkíx‡`i msMÖvg Ges wkí‡ÿ‡Î Zv‡`i Ae`vb wb‡q e³e¨ ivL‡Z 
GB c¨v‡b‡j GKwÎZ n‡q‡Qb wkí BwZnvmwe` †iRvDj Kwig mygb whwb Zz‡j ai‡eb 
evsjv‡`‡ki cÖ_g bvix fv¯‹i Ò‡bv‡fiv Avn‡g‡`iÓ ˆkwíK Rxebx Ges wewkó wkíx 
KbK Puvcv PvKgv, †iv‡Kqv myjZvbv (Aa¨ÿ, QvcwPÎ wefvM, Xvwe) Ges dviRvbv 
Avn‡g` Dwg©| mÂvjK wn‡m‡e _vK‡Qb Rqv kvn&ixb nK (mnKvix Aa¨ÿ)|

mvgvwRK Kj¨v‡Y wb‡qvwRZ wkíx 
Òwkí Zv‡`i Rb¨B hviv mZ¨‡K bZzb Av‡jv‡K Rbm¤§y‡L Zz‡j a‡iÕÕ| K‡b©j I‡q÷ 
GB c¨v‡bjwU evsjv‡`ki wKQz mvnmx e¨w³‡`i GKÎ K‡i‡Q hviv wkí‡K mvgvwRK 
cwieZ©‡bi PvwjKvkw³ wn‡m‡e e¨envi K‡i Avm‡Q| Av‡jvPbvq Av‡Qb knx`yj 
Avjg (Av‡jvKwPÎ wkíx Ges w`ªK I cvVkvjvi cÖwZôvZv), Lywk Kwei (Gw±wf÷), 
FZz mvËvi (wkíx) Ges mÂvjK wn‡m‡e i‡q‡Qb bvwej ingvb| 

BOOK LAUNCH MASTER ARTISTS OF BANGLADESH-  
ZAINUL ABEDIN 

Faizul Latif Chowdhury, Director General of the Bangladesh National 

Museum, launches the book, Master Artists of Bangladesh- Zainul 

Abedin. The book contains series of essays and image of the works 

pioneer modern Bangladeshi artist Zainul Abedin, from the collection of 

Bangladesh National Museum.
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2 - 3.30PM
AUDITORIUM

4 - 5.30PM
AUDITORIUM

6 - 7PM
BMW LOUNGE

7 - 8PM
BMW LOUNGE

7 - 8PM
AUDITORIUM

6 FEBRUARY, 2018

SPEAKING TO THE IMPORTANCE OF PATRONAGE OF ART AND 
CULTURE IN BANGLADESH 
Leading patrons of art from business, government, and personal positions 

discuss art patronage in Bangladesh and their personal journeys as 

patrons. 

Panelists include Mr. Asaduzzaman Noor MP, Honourable Minister, Min-

istry of Cultural Affairs, Bangladesh, Mr. Abul Khayer Litu, Mr.Enayetullah 

Khan, Mr.Anjan Chowdhury and moderated by Mr. Farooq Sobhan. 

BOOK LAUNCH HISTORY OF THE PORTUGUESE IN BENGAL 
Mr. Asaduzzaman Noor MP, Honourable Minister, Ministry of Cultural Af-

fairs, Bangladesh, launchs the books History of the Portuguese in Bengal 

by J. J. A. Campos and Vocabulario Em IDioma: Bengalla e Portuguez.  

LEGEND OF THE LOOM (IN ENGLISH) WITH Q&A 
Produced by Drik through the research of Saiful Islam, this ground-break-

ing film covers the story of muslin cloths, taking the viewer on a 

breath-taking 2000-year-old journey; from the pages of the Mahabharata 

where this unique fabric was first mentioned, the rivers of Bengal where 

the plant grew, its skilled craftspeople, its royal clientele and the eventual 

extinction of the craft. 

evsjv‡`‡ki Bb÷‡jkb Av‡U©i BwZe„Ë   
evsjv‡`‡ki ¯’vcbv wk‡íi BwZnvm, weeZ©b Ges wkí PP©v wb‡q Av‡jvPbvq e³e¨ 
ivL‡Qb wewkó wkíx Kvwj`vm Kg©Kvi, nvwg`y¾vgvb Lvb, Ges Kvgiæ¾vgvb ¯^vaxb| 
wkíx I wkí mgv‡jvPK †gv¯Ídv Rvgvb c¨v‡b‡ji mÂvjK wn‡m‡e i‡q‡Qb| 

evsjv‡`‡ki wkí msMV‡bi fzwgKv
we‡k¦i Ab¨vb¨ †`‡k M¨vjvixi †h AvwacZ¨ †`Lv hvq †mB Zzjbvq evsjv‡`‡k AwZ 
bMb¨| GB Kvi‡bB bexb wkíx‡`i †cÖibvi Drm wn‡m‡e evsjv‡`kx wkí msMVb¸‡jv 
kw³kvjx f~wgKv cvjb K‡i Avm‡Q| evsjv‡`‡ki AZxZ Ges eZ©gv‡b cÖwZwôZ 
msMVb¸‡jvi Kvh©µg Ges wkí †ÿ‡Î Zv‡`i Ae`vb wb‡q ch©v‡jvPbv Ki‡Qb kvIb 
AvK›` (µ¨vK Gi mn: cÖwZôvZv Ges h_vwkí Gi Ab¨Zg D‡`¨v³v), Kwei Avn‡g` 
gvmyg wPkwZ (e„Ë AvU© Uªv÷ Gi cÖwZôvZv m`m¨ Ges kwb-g½j AvÇv Gi D‡`¨v³v), 
Kzû cøvgÛb (XvKv †cB›Uvim& Ges muv‡Kv Gi cÖwZôvZv m`m¨) Ges mÂvjK wn‡m‡e 
_vK‡Qb kvqjv kviwgb (‡hvM AvU© †¯úm Gi cÖwZôvZv m`m¨)|

2-3:30 Uv (`ycyi)
AwW‡Uvwiqvg 

4-5:30 Uv (weKvj)
AwW‡Uvwiqvg 
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5 - 6PM
BMW LOUNGE

10 - 2PM
AUDITORIUM

6 - 7PM
AUDITORIUM

7 - 8PM
BMW LOUNGE

6 - 8PM
AUDITORIUM

6 FEBRUARY, 2018

7 FEBRUARY, 2018

RESTORING, PRESERVING, AND MAINTAINING WORKS OF ART 
IN SOUTH ASIA BY PRIYA KHANNA 
Art restorer Priya Khanna will talk about the challenges and solutions to 

preserving art works in the harsh climate conditions of South Asia. The 

presentation is targeted towards private and corporate art collectors in 

Bangladesh.

2ND ANNUAL SAMDANI ARTIST LED INITIATIVES FORUM
Open by registration only for arts professionals from Bangladesh and 

abroad, artist led initiatives in Bangladesh will share their concerns and 

work in a closed-door forum.

COLLECTING AS PRACTICE IN BANGLADESH 
Bangladeshi art collectors discuss the importance of collecting art and 

their passion and motivation behind their collections. The panelists 

include Ms. Rokeya Kader Chowdhury, Mr. Durjoy Rahman, Mr. Shahab 

Sattar, Mr. Anis A. Khan and moderated by Diana Campbell Betancourt. 

BOOK LAUNCH  MAKSUDA IQBAL NIPA -  
EPISODES OF HER GAZE 
Book Launch of Maksuda Iqbal Nipa - Episodes of Her Gaze followed 

by a talk between the artist Maksuda Iqbal Nipa, contributors of the 

book, Cosmos Foundation and guests. 

IN LOVING MEMORY FILMS BY KHALID MAHMOOD MITHU 
6PM Dead Hands Rising (2015), 13 minutes

6.30PM Gohine Shobdo (2010), 105 minutes

Khalid Mahmood Mithu was a well-known artist and director who won 

National awards for his films. He tragically died in an accident in 2016. 

His short documentary film Dead Hands Rising, shows the impact of the 

Rana Plaza incident to the victims’ families. He won the National Award 

as the best Director for the feature film Gohine Shobdo.  
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2.30 - 4PM
AUDITORIUM

4.30 - 5.30PM
AUDITORIUM

3 - 5PM
BMW LOUNGE

5 - 6PM
BMW LOUNGE

ms¯‹…wZi ¯’vbvšÍi I evsjv‡`‡ki wkí  
wkí I ms¯‹…wZi ¯’vbvšÍi memgqB wkí weKv‡ki †ÿ‡Î ¸iæZ¡c~Y© f~wgKv cvjb K‡i| 
wkíx Rxe‡bi eo GKUv mgq we‡`‡k KvUv‡bvi AwfÁZv wb‡q e³e¨ ivL‡eb wkíx 
knx` Kwei, Wt †gvt BKevj, Av‡qkv myjZvbv Ges mÂvjK wn‡m‡e _vK‡Qb wkíx Ges 
mgv‡jvPK †gv¯Ídv Rvgvb| 

BEYOND THE STEREOTYPES  
OF BANGLADESHI ART 
Rasel Chowdhury , Nazia Andaleeb Preema, Zihan Karim and Munem 

Wasif, artists whose work is rooted in, but not limited to, the concerns of 

Bangladesh will speak about maintaining artistic autonomy and moving 

beyond stereotypes often ascribed to Bangladeshi and South Asian Art. 

The panel is moderated by Anita Dube.

LEFT(L)OVERS 
Basurama is an art and architecture collective dedicated to research, 

cultural and environmental creation and production. Their practice 

revolves around the reflection of trash, waste and reuse in all its formats 

and possible meanings. 

BOOK LAUNCH A GLASS LABYRINTH IN VENICE  
BY KASHEF CHOWDHURY 
Published in 2017 in Switzerland by Scheidegger & Speis, Zurich, Archi-

teect Kashef Chowhdury’s latest photo book chronicles his Glass Laby-

rinth at the 2016 Venice Architecture Biennale with texts by Pritzger Prize 

winning architect Alejandro Aravena and critic Robert McCarter.

2:30-4 Uv (`ycyi)
AwW‡Uvwiqvg 

FILM SCREENING NOSTALIGIA FOR THE FUTURE (2016) 
Diretion: Avijit Mukul Kishore and Kishore and Rohan Shivkumar

Rohan Shivkumar Production: Films Division India 

Nostalgia for the Future is an experimental film essay exploring the 

conception of the best of the citisen, the nation and the home in modern 

India through the evocation of the cinematic and aural collective memory 

of the nation trying to reinvent itself.  

7 - 8PM
AUDITORIUM 



488

11 - 12.30 PM
AUDITORIUM

6 - 7PM
AUDITORIUM

6.30 - 8PM
AUDITORIUM

JAGO HUA SAVERA (THE DAY SHALL DAWN),  
1959 WITH Q&A FILM SCREENING
Jago Hua Savera (The Day Shall Dawn) was a co-production between 

East and West Pakistan. The Urdu language film was shot in Dhaka by the 

East Pakistan Film Development Corporation and directed by A.J. Kardar 

from Lahore. Pakistani poet Faiz Ahmed Faiz adapted a story by Bengali 

writer Manik Bandopadhyay into the film’s screenplay. The film depicts 

the daily lives of East Pakistani fishermen in the village of Saitnol (near 

Dhaka) and their struggles with loan sharks. The film was selected as the 

Pakistani entry for the Best Foreign Language Film at the 32nd Academy 

Awards, but was not accepted as a nominee. It was also entered into the 

1st Moscow International Film Festival where it won a Golden Medal. A 

Q&A session will follow. 

CLOSING KEYNOTE LECTURE GAYATRI CHAKRAVORTY SPIVAK
Closing keynote presentation by Gayatri Chakravorty Spivak, followed by 

a discussion with final remarks on the Critical Writing Ensemble sessions 

by Megan Tamati-Quennell and Candice Hopkins and others.  

WRITING RECENT EXHIBITION HISTORIES OF LARGE SCALE  
RECURRING EXHIBITIONS IN SOUTH ASIA

With the post 2012 biennale proliferation in South Asia, this panel draws 

together art critics from the region to discuss how to consider and write 

these recent exhibition histories. 

Jyoti Dhar (Art Critic, Sri Lanka), Gayatri Sinha (Art Historian, India), 

Kurchi Dasgupta (Art Critic, Nepal), and Mustafa Zaman (Artist and Art 

Critic, Bangladesh) 

8 FEBRUARY, 2018

9 FEBRUARY, 2018

10 FEBRUARY, 2018



489

ALEXIE GLASS-KANTOR is a curator 

and writer, Executive Director, Artspace, Syd-

ney and Curator, Art Basel | Hong Kong (2015–

2019). In her role at Artspace she supports the 

commissioning of contemporary art, publishing 

initiatives, and research residencies for artists 

and curators. Since 1999 she has curated or 

co-curated over one hundred exhibitions across 

independent spaces, collecting institutions, 

biennials and festivals, collaborating with inter-

national artists across generations to develop 

projects. Glass-Kantor has developed extensive 

curatorial projects in the Asia Pacific Region 

throughout her career, and has instigated am-

bitious exchanges and collaborations in South 

Korea, China, Indonesia, Singapore, Australia, 

New Zealand, Japan and Malaysia. She is Chair, 

Contemporary Art Organisations Australia

(CAOA); on the academic board of the National 

Art School, Sydney; and the advisory board of 

the Museum of Contemporary Art and Design 

(MCAD), De La Salle College of Saint Benilde, 

Philippines. Glass-Kantor contributes regularly 

to international journals, symposia and forums. 

Anita Dube is an artist and the curator for the 

fourth edition of the Kochi-Muziris Biennale 

(KMB), beginning December 2018. An art 

historian and critic by training and a visual and 

performance artist in practice, Dube’s concep-

tually-rich, politically-charged works have been 

widely exhibited, including at the first KMB in 

2012. Dube’s select solo exhibitions include 

Yours Disparately (Nature Morte, New Delhi, 

2014), Chance Pieces (Nature Morte, Berlin, 

2013), Eye, etc. (Lakeeren Gallery, Mumbai, 

2013). Her works have been presented at 

Biennale Jogja XI (Indonesia, 2011), 3rd Moscow 

Biennale of Contemporary Art (2009), iCon: 

India Contemporary, Venice Biennale (Collater-

al, 2005), Yokohama Triennale (Japan, 2001) and 

the 7th Havana Biennial (Cuba, 2000). 

ASADUZZAMAN NOOR MP is a Ban-

gladeshi actor, politician, and activist.  He is the 

current Miniter of Cultural Affairs, Government 

of Bangladesh. His notable works include 

Kothao Keu Nei, Ayomoy and Ei Sob Din Ratri.  

BASURAMA is an art and architecture 

collective dedicated to research, cultural and 

environmental creation and production. Their 

practice revolves around the reflection of trash, 

waste and reuse in all its formats and possible 

meanings.  They find gaps in contemporary pro-

cesses of production and consumption that not 

only raise questions about the way we manage 

our resources but also about the way we think, 

we work, we perceive reality.

COSMIN COSTINAS is the Director of 

Para Site, Hong Kong. He was co-curator of the 

10th Shanghai Biennale (2014-2015), Curator of 

BAK, Utrecht (2008- 2011), co-curator of the 1st 

Ural Industrial Biennial, Ekaterinburg (2010) and 

Editor of documenta 12 Magazines (2005–2007). 

At Para Site, Costinas curated: Afterwork (with 

Freya Chou, Inti Guerrero, and Qinyi Lim, 2016); 

The World is Our Home. A Poem on Abstraction 

(with Inti Guerrero, 2015-2016); Sheela Gowda 

(2015); the conference ‘Is the Living Body the 

Last Thing Left Alive? The new performance 

turn, its histories and its institutions’ (with 

Ana Janevski, 2014); Great Crescent: Art and 

Agitation in the 1960s— Japan, South Korea, 

and Taiwan (with Doryun Chong and Lesley Ma, 

toured at the Mori Art Museum, Tokyo, 2013-

SPEAKERS BIOS
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2015 and MUAC, Mexico City, 2016); A Journal 

of the Plague Year (with Inti Guerrero, toured 

at The Cube, Taipei; Arko Art Center, Seoul; and 

Kadist Art Foundation and The Lab, San Fran-

cisco; 2013-2015); Taiping Tianguo, A History of 

Possible Encounters: Ai Weiwei, Frog King Kwok, 

Tehching Hsieh, and Martin Wong in New York 

(with Doryun Chong, toured at SALT, Istanbul; 

NUS Museum, Singapore; eflux, New York; 2012-

2014), a.o. At BAK, he curated Spacecraft Icarus 

13. Narratives of Progress from Elsewhere (2011).

DAYANITA SINGH’s art uses photography 

to reflect and expand on the ways in which we 

relate to photographic images. Her recent work, 

drawn from her extensive photographic oeuvre, 

is a series of mobile museums that allow her 

images to be endlessly edited, sequenced, ar-

chived and displayed. Stemming from Singh’s in-

terest in the archive, the museums present her 

photographs as interconnected bodies of work 

that are replete with both poetic and narrative 

possibilities. Selected exhibitions include Suit-

case Museum, Bhau Daji Lad Museum, Mumbai 

(2017); Museum of Chance Book Object, a solo 

project at the Dhaka Art Summit (2016); the 

20th Sydney Biennale (2016); Go Away Closer, 

Für Moderne Kunst, Frankfurt (2014). Singh has 

also authored several books including Zakir 

Hussain (1986), Myself, Mona Ahmed (2001), Go 

Away Closer (2007), Sent A Letter (2008). 

DEVIKA SINGH is an art historian, critic 

and curator who works on the global reconfigu-

ration of modernism with a focus on South Asia. 

She is a fellow at the Centre allemand d’histoire 

de l’art, Paris (Max Weber Foundation) as well 

as an affiliated scholar at the Centre of South 

Asian Studies of the University of Cambridge 

and a member of the Global Art Prospective at 

the Institut National d’Histoire de l’Art (INHA) 

in Paris. She is currently writing a book on 

artistic practices in post-independence India for 

Reaktion Books. Devika Singh holds a PhD from 

the University of Cambridge and was the Smuts 

research fellow at the Centre of South Asian 

Studies at Cambridge. She has also held an 

AHRC fellowship at the Kluge Center, Library 

of Congress, Washington DC, a Deutscher 

Akademischer Austausch Dienst (DAAD) 

fellowship at the Freie Universität, Berlin, and 

an André Chastel fellowship of the INHA at the 

French Academy at Rome (Villa Medici). She 

has published extensively in journals, exhibition 

catalogues and magazines including frieze, Art 

Press, Take on Art and Art Asia Pacific and is 

working on several exhibitions on photography 

and contemporary art in South Asia.

DIANA CAMPBELL BETANCOURT 
is the Artistic Director of Dhaka-based Samdani 

Art Foundation, Bangladesh and Bellas Artes 

Projects, Bagac, Philippines, and the Chief 

Curator of the Dhaka Art Summit. Betancourt 

has developed the Dhaka Art Summit into a 

leading research and exhibitions platform for 

art from South Asia, bringing together artists, 

architects, curators, and writers from across 

South Asia through a largely commission based 

model where new work and exhibitions are 

born in Bangladesh. Concurrent to her work 

in Bangladesh, Betancourt is also the Artis-

tic Director of Bellas Artes Projects in the 

Philippines, a non-profit international residency 

and exhibition programme with sites in Manila 

and Bataan. In 2016 she was nominated for the 

biannual Independent Curators International 

Independent Vision Curatorial Award and 

was a part of MoMA’s International Curatorial 

Institute. She is currently advising the Museum 
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of Contemporary Art Chicago, the FRONT 

Triennial in Cleveland, and Queensland Art 

Gallery and Gallery of Modern Art in Brisbane 

on upcoming exhibitions and was an advisor 

to the 2015 New Museum Triennial Surround 

Audience. She chairs the board of the Mumbai 

Art Room. In addition to her exhibitions making 

practice, Betancourt is responsible for devel-

oping the Samdani Art Foundation collection 

ahead of opening the foundation’s permanent 

home, Srihatta, opening in Sylhet at the end of 

2018. 

DORYUN CHONG was appointed as 

Deputy Director and Chief Curator, M+ in 

2016. He oversees all curatorial activities and 

programs including acquisitions, exhibitions, 

learning and public programs, and digital initia-

tives encompassing the three main disciplinary 

areas of design and architecture, moving image, 

and visual art. The most recent exhibitions he 

co-curated include Mobile M+: Live Art and 

Tsang Kin-Wah: The Infinite Nothing, Hong 

Kong’s participation in the 2015 Venice Bien-

nale. Prior to joining M+, Chong was Associate 

Curator of Painting and Sculpture at MoMA, 

where he organised projects including the crit-

ically acclaimed exhibition, Tokyo 1955-1970: A 

New Avant-Garde (2012) and acquired a diverse 

range of works, many of them non-western, for 

the museum’s collection.  From 2003 to 2009, 

Chong held various positions as curator in the 

Visual Arts department at the Walker Art Cen-

ter in Minneapolis.

Former Ambassador FAROOQ SOBHAN 
is the President and CEO of the Bangladesh 

Enterprise Institute (BEI), an independent 

research institute in Bangladesh and the Chair-

man of the Board of the Samdani Art Foun-

dation. Mr. Sobhan was Executive Chairman, 

Board of Investment (BOI) and Special Envoy to

the Prime Minister 1997-1999 and Foreign Sec-

retary 1995-1997. He served as Ambassador and 

High Commissioner to India, China, Malaysia 

and the United Nations and also served as 

Chairman of the Group of 77 at the UN in New 

York (1982-1983), and was Chairman, UN Com-

mission on TNCs (1991-1992). He was a visiting 

professor at the Elliott School for International 

Affairs at George Washington University in 

the US in 2003. He is also on the Board of the 

Center for Global Counter Terrorism Coop-

eration in the US. His publications include a 

book entitled, Opportunities for South-South 

Co-operation and Shaping SouthAsia’s Future: 

Role of Regional Co-operation. Mr. Sobhan has 

edited several BEI publications. 

FRANCES MORRIS is the Director of Tate 

Modern, since 2016. holds a BA in History of Art 

from Cambridge University and an MA in His-

tory of Art from the Courtauld Institute of Art, 

London. She is a Board member at Fruitmarket 

Gallery, Edinburgh, a Board member of CIMAM 

and a member of the Advisory Committee of 

the Serralves Museum of Contemporary Art, 

Porto. Morris was jointly responsible for the 

initial presentation of the opening collection 

displays at Tate Modern in 2000, which radical-

ly transformed the way museums present the 

story of modern art. She has curated landmark 

exhibitions, many of which were large-scale 

international collaborations, including three 

major retrospectives of women artists including 

Louise Bourgeois in 2007, Yayoi Kusama in 2012 

and Agnes Martin in 2015.

GAYATRI CHAKRAVORTY SPIVAK 

is one of the world’s foremost literary theorists. 
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She is a University Professor at Colombia Uni-

versity and a founding member of the Institute 

for Comparative Literature and Society. Spivak 

is best known for her essay ‘Can the Subaltern 

Speak?’ and for her translation of, and introduc-

tion to, Jacques Derrida's Of Grammatology 

(Johns Hopkins University Press, 1976). In 2012, 

Spivak was awarded the Kyoto Prize in Arts and 

Philosophy as a critical theorist and educator 

speaking for the humanities against intellectual 

colonialism in the face of the globalised world. 

In 2013, she received the Padma Bhushan, the 

third highest civilian award given by the Re-

public of India. She has published a number of 

articles and books, including In Other Worlds: 

Essays in Cultural Politics (Routledge, 1987); The 

Post-Colonial Critic – Interviews, Strategies, 

Dialogues (Routledge, 1990); A Critique of Post-

colonial Reason: Toward a History of the Van-

ishing Present (Harvard University Press, 1999); 

Other Asias (Blackwell Publishing, 2008); An 

Aesthetic Education in the Era of Globalisation 

(Harvard University Press, 2012); and Readings 

(The University of Chicago Press, 2014). She will 

be the 2018 recipient of the Lifetime Scholarly 

Achievement Award from the Modern Language 

Association of America.

GAYATRI SINHA is an art editor, critic 

and curator. Her primary areas of enquiry are 

in gender and iconography, media and the 

study of classical texts. She is the founder 

of criticalcollective.in, India’s first web based 

archive and news magazine on art. Her curato-

rial projects include: Part Narratives, Bikaner 

House, New Delhi, Dr. Bhau Daji Lad Museum, 

Mumbai 2017; Diary Entries, Gallery Espace, 

2015; Video Art Programme, Dr. Bhau Daji Lad 

Museum, Mumbai, 2013-2015; Water in the 

Musee d'Anselmbourg and the Grand Curtius 

Museum, Liege, 2013, Ideas of the Sublime, Lalit 

Kala Akademi, 2013; Cynical Love: Life in the 

everyday, Kiran Nadar Museum, 2011; Looking 

Glass: The Existence of Difference (Religare 

Arts Initiative, Max Mueller Bhavan, British 

Council), 2010; Public Places, Private Spaces: 

Contemporary Photography and Video Art 

in India, The Newark Museum, New Jersey, 

2007 and  Minneapolis Institute of Arts, 2008; 

Middle Age Spread: Imaging India 1947 – 2004, 

National Museum, New Delhi, 2004; Vilas: The 

Idea of Pleasure, Birla Academy, Mumbai, 2000; 

Woman/Goddess 1998-2001 (Delhi, Bangalore, 

Chennai, Kolkata, New York); The Self and the 

World, Women artists at the National Gallery of 

Modern Art, 1997.

GLENN D. LOWRY became the sixth 

director of The Museum of Modern Art in 1995. 

He is a member of The Andrew W. Mellon 

Foundation’s board of trustees, a fellow of the 

American Academy of Arts and Sciences, and a 

resident member of the American Philosophical 

Society. He is also a Trustee of the Association 

of Art Museum Directors(AAMD). He became 

an Officier dans l’Ordre des Arts et des Lettres 

of France in 2004 and a Chevalier dans l’Ordre 

du Mérite in 2000. Mr. Lowry received a BA 

(1976) magna cum laude from Williams College, 

an MA (1978) and a PhD (1982) in the history 

of art from Harvard University, and honorary 

degrees from the Pennsylvania Academy of the 

Fine Arts (2000), The College of William and 

Mary(2005),  and Florida Southern College 

(2017). Among his most recent publications 

include The Museum of Modern Art in this 

Century (2009), Oil and Sugar: Contemporary 

Art and Islamic Culture (2009) and “From 

Sleepwalkers to Station to Station: Inverting the 

Museum.” In Doug Aitken: Electric Earth(2016)
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HELEN PHEBY PhD is an international cu-

rator and Senior Curator of Yorkshire Sculpture 

Park. Current/recent curated projects include 

Rana Begum; Fiona Banner; Thukral & Tagra and 

Katrina Palmer. Within the institution she leads 

the curatorial team and initiated YSP’s pro-

gramme of process-led and open-ended prac-

tice. This includes residences and Art by Email 

for artists with restricted travel opportunities. 

Helen’s PhD and continued research considers 

art in relation to public. Beyond institution 

projects include NIROX Sculpture Foundation 

(2016) in the UNESCO Cradle of Humankind, 

South Africa, and the Kyiv Sculpture Project 

(2012) – the first open-air display of contempo-

rary art in Ukraine.

JEANNETTE PLAUT is an architect from 

Universidad de Chile as well as an architectur-

al critic and professor. She is co-founder and 

Director of CONSTRUCTO and is the director 

of YAP_CONSTRUCTO—the Young Architects 

Program in partnership with MoMA. Plaut has 

worked as the correspondent for Latin America, 

has taught architectural studios at Universidad 

Católica de Chile and UNAB and is the edi-

tor-in-chief of Trace magazine. Plaut was the cu-

rator of the exhibition Architectural and Urban 

Planning Case Studies at the Chilean Pavilion at 

the Expo Shanghai 2010. She was National Exhi-

bition Director of the XV Chilean Architecture 

Biennial, Director of the International Architects 

Encounter of the XIV Chilean Architecture 

Biennial and Coordinator of the International 

Conference of Architects at the XIV Chilean 

Architecture Biennial. She was part of the 

MoMA International Curatorial Institute in 

Modern and Contemporary Art. She has served 

on several juries including the Rolex Mentor & 

Protégés Arts Initiative (Swiss), the Ibero-Amer-

ican Biennial (Spain), Archiprix, DAS 2018 and 

Chilean National Architecture Prize. She was  

co-curator of the exhibition EXTRA-ORDINARY: 

New Practices in Chilean Architecture at the 

Center for Architecture, New York.

JACK GARRITY is the Director of the 

Pacita Abad Art Estate, and formerly Executive 

Director of the Asia Society in Washington 

DC. For the past 30 years Jack has been very 

active in arts management assisting his late 

wife, Philippine-American painter Pacita Abad, 

organize over 30 museum and gallery painting 

exhibitions, and public art projects in Asia, Eu-

rope and the US. He has also written a number 

of art monographs and catalogues, developed 

websites and organized archival databases.

JOHN TAIN joined the Asia Art Archive 

as Head of Research in October 2017.  Pri-

or to that, he was a curator for modern and 

contemporary collections at the Getty Research 

Institute. In addition to being a former faculty 

member of the Curatorial Practices and the 

Public Sphere program at the University of 

Southern California, he is outgoing President of 

the Society of Contemporary Art Historians.

JOHNSON CHANG is a curator, director 

of Hanart TZ Gallery, guest professor of 

China Art Academy, board director of Asia 

Art Archive. Major exhibitions include:“China’s 

New Art Post-1989” (international tour Jan 

1993 - Jan 1998), Special Exhibitions for the Sao 

Paulo International Biennial (1994 and 1996), 

Hong Kong official participations at Sao Paulo 

Biennial (1996) and Venice Biennial (2001), 

“Power of the Word” (Taiwan and US tour 1999 – 

2002), “Yellow Box” series of research projects 



494

about contemporary art practice and Chinese 

aesthetic spaces (since 2004). Recent curatorial 

work include: Co-curator of Guangzhou Trienni-

al 2008“Farewell to Post-Colonialism”, “Spiritual 

Space: A Dimension in Lacquer” (Hubei Muse-

um of Art 2009), and the “West Heavens” series 

of Indian-Chinese art and intellectual exchanges 

(presented on the platforms of Shanghai Bien-

nial 2010, Guangzhou Triennial 2011, Shanghai 

Biennial 2012). Chang was Co-curator of the 

2012 Shanghai Biennial.

JUNEER KIBRIA is a process based 

conceptual artist who is interested in the 

built world; specifically how hidden systems 

exist within physical structures and how those 

structures impact or are ignored by people. 

Kibria has exhibited in Chicago, Philadelphia 

and Dhaka. He is a graduate of Wittenberg 

University (BFA 2003) and The School of the 

Art Institute of Chicago (MFA 2012). He works 

as a Project Assistant and Designer at the Art 

Institute of Chicago.

JYOTI DHAR is an art critic of British and 

Indian descent currently based in Colombo. 

She is a contributing editor for Art Asia Pacific 

and regularly contributes to Artforum and The 

Sunday Times in Sri Lanka. She is the recipient 

of the Forbes India Emerging Art Writer of 

the Year award 2014 and won first prize at the 

International Awards for Art Criticism 4 in 2017. 

Her writing has appeared in Aperture, Art Asia 

Pacific, Artforum, Asian Art News, Contempo-

rary Practices, Even, Flash Art, Harper’s Bazaar 

Art Arabia, Isskustvo Arts Journal, Modern 

Painters, Motherland and The Sunday Times in 

Sri Lanka. 

KAZI KHALEED ASHRAF is an archi-

tect, urbanist and architectural historian, who 

works at the intersection of urbanism and 

landscape architecture. Ashraf currently directs 

the Bengal Institute for Architecture, Land-

scapes and Settlements, in Dhaka, Bangladesh. 

Ashraf's publications include: Architecture 

and Asceticism in India (University of Hawaii 

Press, 2013); Designing Dhaka: A Manifesto for 

a Better City (LOKA, 2012); An Architect in 

Bangladesh: Conversations with Muzharul Islam 

(LOKA, 2014); special issue of Architectural 

Design “Made in India” (2007) that received the 

Pierre Vago Journalism Award from the Inter-

national Committee of Architectural Critics; 

and, Louis Kahn’s National Capital in Bangla-

desh (GA Edita,1994). His articles and essays 

have appeared in the Architectural Review, 

Architectural Design, Journal of Architectural 

Education, RES, MIMAR and Economic and 

Political Weekly. Ashraf is the editor of a new 

publication series, Locations: An Anthology of 

Architecture and Urbanism (published by ORO 

Editions and Bengal Foundation, 2017). Talk: 

Feminism, Sexuality and the Body in the work 

of six African women artists,” WIELS, Lunds 

Konsthall, 49N6E FRAC Lorraine (2015–2016); 

and “Precarious Imaging: Visibility surrounding 

African Queerness,” RAW Material Company 

(2014). She edited Word!Word?Word! Issa Samb 

and the undecipherable form, RAW Material 

Company/OCA/Sternberg Press (2013), the first 

monograph dedicated to the work of seminal 

Senegalese artist Issa Samb; Condition Report 

on Building Art Institutions in Africa, a collec-

tion of essays resulting from the eponymous 

symposium held in Dakar in January 2012; and 

Chronicle of a Revolt: Photographs of a Season 

of Protest, RAW Material Company & Haus der 

Kulturen der Welt (2012). She lives and works in 

Dakar and Basel.
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KASHEF CHOWDHURY has a stu-

dio-based practice whose works find root in 

history with strong emphasis onclimate, mate-

rials and context. In design, projects are given 

extended time for research to reach a level of 

innovation and original expression. Recent and 

current commissions range from conversion 

of ship and low cost settlements to a training 

centre, art gallery, museum, hospital, residences 

and multi-family housing to hotels and corpo-

rate head offices. Chowdhury has been a vis-

iting faculty various Universities in Bangladesh 

and has been a juror for the Advanced Studios 

Masters Degree) at Yale University. He was a 

finalist twice in the Aga Khan Award for Archi-

tecture and has won first prize in Architectural 

Review’s AR+D Award 2012. Kashef Chowdhury 

takes an active interest in art and has worked as 

a professional photographer, having held seven 

solo exhibitions. He has designed and published 

three books: Around Dhaka, 2004; Plot Num-

ber Fifty Six, 2009 and The Night of Fifteen 

November, 2011 – a photographic and recorded 

account of some survivors of the cyclone SIDR 

in the coastal areas of Bangladesh.

KOYO KOUOH is the founding artistic 

director of RAW Material Company in Dakar, 

Senegal. For Carnegie International, 57th 

edition, 2018, Kouoh is participating with Dig 

Where You Stand, an exhibition within the exhi-

bition based on the Carnegie Museum of Art’s 

collection. Previously, she was the curator of 

1:54 FORUM, the educational programme at the 

Contemporary African Art Fair in London and 

New York, and served in the curatorial teams 

for documenta 12 (2007) and documenta 13 

(2012). Kouoh was also the curator of “Still (the) 

Barbarians,” 37th EVA International, Ireland’s Bi-

ennial in Limerick (2016); “Streamlines: Oceans, 

Global Trade and Migration,” Deichtorhallen, 

Hamburg (2015); “Body 

KURCHI DASGUPTA is an Indian artist 

and art critic currently based in Kathmandu, Ne-

pal. She has held solo shows in Nepal and UK 

and participated in a number of group shows, 

including biennales and art fairs. Her writing on 

contemporary South Asian art has appeared in 

publications like Frieze, Depart, Asian Art News 

etc. She has spoken on the subject on inter-

national panels. She was inducted into AICA 

in 2016, begun curating a series of pan-South 

Asian art shows (Things Lost/Remembering the 

Future, 2017 with new editions coming up soon) 

and was awarded the ACC Weimar residency 

for winter 2018. She has a masters in Compara-

tive Literature from Jadavpur University, India.

MARIAH LOOKMAN is a Pakistani re-

searcher, writer and artist. Her practice and re-

search interests are art and the history of ideas 

with special focus on scientific ideas/inventions 

and the political. Currently she is setting up 

an artist’s residency with an interdisciplinary 

and multi-format publication called “Art South 

Asia” (ASA). Lookman has a D.Phil. from the 

Ruskin School of Art (2014). She piloted the first 

archival research and data base project with 

Citizen’s Archive Pakistan as the Independent 

Researcher for Pakistan for Asia Art Archive, 

Hong Kong 2015-16. In 2015 she collaborated 

with Sharjah Biennale in relation to the work of 

Pakistani conceptual artist Lala Rukh. Mariah 

Lookman lives and works between Sri Lanka, 

Pakistan, and the United Kingdom.

MARK RAPPOLT is Editor-in-Chief of Ar-

tReview and ArtReview Asia, the latter of which 
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he founded in 2013. As well as in books on the 

architects Greg Lynn and Frank Gehry, his writ-

ing has appeared in a number of journals, maga-

zines and newspapers, and during the past year 

includes catalogues on the artists Yuko Mohri, 

Ádám Albert and John Kørner. In 2017 he also 

cocurated (with Tom Eccles and Liam Gillick) 

Like A Moth to A Flame, a two-part exhibition 

spanning 4000 years of artistic production, at 

the Officine Grandi Riparazioni and Fondazione 

Sandretto Re Rebaudengo, both in Turin.

MARKUS REYMANN is director and 

co-founder of TBA21–Academy. Between July 

2011 and today, Reymann has initiated and 

conducted numerous boat expeditions. Inspired 

by unusual encounters with both human and 

natural elements, the Academy commissions 

ambitious projects informed by the itinerary 

of the research vessel Dardanella. In Decem-

ber 2015 at COP21, Reymann announced 

TBA21–Academy’s latest program The Current 

—the foundation’s exploratory soul that was 

conceived to raise awareness for today’s most 

urgent ecological, social, and economic issues. 

Through its expeditions on sea and land, the 

Academy seeks to redefine the culture of ex-

ploration and discovery in the 21st century. 

MARTINO STIERLI is the Philip John-

son Chief Curator of Architecture and Design 

at The Museum of Modern Art, a role he 

assumed in March 2015. Mr. Stierli oversees the 

wide-ranging program of special exhibitions, in-

stallations, and acquisitions of the Department 

of Architecture and Design. He is currently 

preparing the exhibition "Toward a Concrete 

Utopia: Architecture in Yugoslavia, 1948-1980," 

which will open at MoMA in July 2018. He is 

also working on a survey exhibition on the archi-

tecture of post-independence in South Asia. Mr. 

Stierli is the author of "Las Vegas in the Rear-

view Mirror: The City in Theory, Photography, 

and Film" (Getty Research Institute, 2013) and of 

the forthcoming "Montage and the Metropolis: 

Architecture, Modernity and the Representa-

tion of Space (Yale University Press, 2018). He 

has organized and co-curated exhibitions on 

a variety of topics, including the international 

traveling exhibition Las Vegas Studio: Images 

from the Archives of Robert Venturi and Denise 

Scott Brown, and The Architecture of Hedo-

nism: Three Villas in the Island of Capri, which 

was included in the 14th Architecture Biennale 

in Venice in 2014.

MUNEM WASIF investigates complex 

social and political issues by getting close to 

people, both physically and psychologically, 

dealing with multiple questions and contradic-

tions through his artistic language, which often 

employs stark black and white photography. 

Wasif often experiments beyond tradition, 

testing the possibilities of fiction, while using 

familiar documentary language. He was the 

co-curator of Chhobi Mela IX, in 2017, and is a 

Faculty member at the Pathshala South Asian 

Media Academy (where he also studied) and he 

sees teaching and collaborating with a new gen-

eration of artists as a part of his practice. Was-

if’s work has been exhibited at the 9th Gwangju 

Biennale (2016); the Singapore Biennale (2016); 

Dhaka Art Summit (2016);  and the Fotomuseum 

Winterthur, Switzerland (2010). 

MARIAH LOOKMAN is a Pakistani re-

searcher, writer and artist. Her practice and re-

search interests are art and the history of ideas 

with special focus on scientific ideas/inventions 

and the political. Currently she is setting up 
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an artist’s residency with an interdisciplinary 

and multi-format publication called “Art South 

Asia” (ASA). Lookman has a D.Phil. from the 

Ruskin School of Art (2014). She piloted the first 

archival research and data base project with 

Citizen’s Archive Pakistan as the Independent 

Researcher for Pakistan for Asia Art Archive, 

Hong Kong 2015-16. In 2015 she collaborated 

with Sharjah Biennale in relation to the work of 

Pakistani conceptual artist Lala Rukh. Mariah 

Lookman lives and works between Sri Lanka, 

Pakistan, and the United Kingdom.

NABIL AHMED is an artist, writer and 

researcher. His trans-disciplinary research ex-

plores contemporary status of nature in spatial 

relation to law, conflict and development.  He 

has previously taught in the department of 

Visual Cultures at Goldsmiths, University of 

London. He has been a guest critic at Archi-

tecture Association, University of Westminster 

Faculty of Architecture and Royal College of 

Art, London, and now teaches at the CASS Lon-

don Metropolitan University, where he is mainly 

concerned with how architecture and architec-

tural education can critically reflect on design 

practices and evidence complex processes of 

urban and environmental change. He holds a 

PhD from the Centre for Research Architecture 

at Goldsmiths, University of London and has 

been part of the two-year Anthropocene Proj-

ect at the Haus der Kulturen der Welt (2013-14). 

He is co-founder of Call and response, a sound 

art organization based in London. His recent 

exhibitions include the Oslo Architecture Trien-

nial (2016); the Cuenca Biennale (2014) and the 

Taipei Biennale (2012). 

NAZIA ANDALEEB PREEMA  deals 

with the issue of women's representation in a 

poetic manner. She received her Master’s in 

‘Drawing and Painting’ from University of Dhaka. 

She has participated in the Asian Art Biennale, 

Dhaka; Tashkent Biennale; Istanbul Biennale; 

Venice International Art Expo.

NURUR RAHMAN KHAN spent some of 

his childhood years in Liverpool and gradu-

ated from the department of Architecture of 

the Bangladeshi University of Engineering and 

Technology, BUET in 1990 and completed his 

Master’s in 1991, receiving prestigious awards 

for both. Before founding is own practice with 

Tanya Karim he taught in BUET full time. He 

also gave numerous lectures about the National 

Assembly Building by Louis I. Kahn in renowned 

universities around the world such as Yale, 

Columbia, Harvard, Center for Environmental 

Planning and Technology University, and cur-

rently teaches as a guest faculty at BRAC Uni-

versity and North South University, Bangladesh. 

Aside from his teaching practice, Nurur Rahman 

Khan is a photographer, member of Chetana 

Architecture Reasearch Society and director of 

the Muzharul Islam Archives. His architectural 

practice is varied as he takes on residential 

projects such as the Haque Residence (2001), 

but also offices and diplomatic buildings: he 

performed the renovation of the American 

embassy in Dhaka.

POLLY STAPLE is the director of Chi-

senhale Gallery, London. She has curated 

numerous group shows and commissioned solo 

projects and exhibitions by artists such as Han-

nah Black, Ed Atkins, Maria Eichhorn, Camille 

Henrot, Mark Leckey, Jumana Manna, Helen 

Marten, Pratchaya Phinthong, Hito Steyerl, 

Cathy Wilkes and Lynette Yiadom-Boakye. In 

2014 Staple was awarded the biannual Genesis 
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Prize, ‘recognising her work as an outstanding 

mentor of artistic talent’. Chisenhale Gallery has 

a 35-year history as one of London’s most inno-

vative forums for contemporary art operating 

alternately as a production agency, exhibition 

hall, research centre and community resource. 

P.D. PULAK trained as a painter though the 

use of diverse materials has played a pivotal 

role in his artistic practice and often incorpo-

rates other media such as painting, video, image 

manipulation, photography, and installation. . 

Pulak completed his MFA in 2004 from the 

Faculty of Fine Art, University of Dhaka. He 

represented at the Bangladesh pavilion at the 

54th Venice biennale in 2011 and nominated as 

an emerging artist in sculpture at the Prudential 

Eye Awards in 2016. Pulak was shortlisted for 

the Samdani Art Awards at Dhaka Art Summit in 

2012 and 2014, and received a fellowship from 

Aminul Islam Trust in 2007. Pulak is a member 

of Britto arts trust while currently working as a 

freelance artist.

PRIYA KHANNA runs and operates the 

Art Life Restoration studio, who has been in the 

field of conservation and restoration since 1989. 

She holds a Master’s Degree in the Conser-

vation of works of Art and is a Gold Medalist 

from the National Museum Institute New 

Delhi. She was also the recipient of the Inlaks, 

British Council and Charles Wallace Scholar-

ship for specialization in the conservation and 

restoration of oil paintings at the Courtauld 

Institute of Art in London. Apart from Delhi 

she has trained in various Restoration Studios 

in London. She is now also on the Board of the 

Inlaks foundation which selects and provides 

scholarships to deserving students to study 

abroad. She has provided internships and train-

ing for over 50 conservation students primarily 

from the National Museum Institute and The 

National Institute of Heritage management, and 

who have now got placement in various govern-

ment projects.

RASEL CHOWDHURY is a Dhaka-based 

artist whose passion lies in documenting envi-

ronmental issues using camera. Born in Jamal-

pur, he started working in photography without 

a conscious plan, and eventually became 

addicted and decided to document spaces in 

and around Bangladesh. He obtained a degree 

from Pathshala, South Asian Media Institute in 

2012. His body of work deals with unplanned 

desperate urbanization, the dying River Burigan-

ga, the lost city of Sonargaon, the Mega City of 

Dhaka, and newly transformed spaces around 

Bangladesh railroads to explore the change of 

the environment, unplanned urban structures 

and new form of landscapes. He was the recipi-

ent of the Samdani Art Award in 2016. 

RASHID RANA works and lives in Lahore, 

Pakistan. Over the past two decades, Rana’s 

practice has encompassed many divergent 

ideas and ways of production. Solo exhibitions 

include a major mid-career retrospective, 

entitled Labyrinth of Reflections at Mohatta 

Palace Museum, Karachi (2013), as well as solo 

surveys at Cornerhouse, Manchester (2011) and 

MuséeGuimet, Paris (2010). His participation 

in major group exhibitions includes My East is 

Your West; a collateral event of the 56th Venice 

Biennale (2015); Kiev Biennial (2012); Fotomu-

seum Winterthur, Whitechapel Gallery and 

Saatchi Gallery, London (2010); the Asia Society, 

New York (2009), the fifth Asia Pacific Triennale, 

Queensland Gallery of Art, Brisbane (2006) and 

the 1st Singapore Biennial (2006).
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Primarily known for his artistic practice, Rana 

occupies multiple simultaneous profiles; he 

converges and mediates between artist, curator, 

academic and visionary with a common thread 

of an unfixed and non-prescriptive view of 

geography and identity. Rana is the founding 

faculty member and current Dean of the School 

of Visual Arts and Design at the Beaconhouse 

National University in Lahore.

RUSTOM BHARUCHA is the author of 

several books including Theatre and the World, 

The Question of Faith, In the Name of the 

Secular, The Politics of Cultural Practice, Rajas-

than: An Oral History, Terror and Performance 

and Another Asia: Rabindranath Tagore and 

Okakura Tenshin. He was the Project Director 

of Arna-Jharna: The Desert Museum of Rajas-

than and Artistic Director of two editions of 

the Ramayana project at the Adishakti Theatre 

Laboratory in Pondicherry. At the moment, he is 

Professor of Theatre and Performance Studies 

in the School of Arts and Aesthetics at Jawa-

harlal Nehru University.

SABIH AHMED is a Senior Researcher at 

Asian Art Archive and has been a member of 

the research team since 2009. Based in New 

Delhi, he has overseen the Archive’s digitisation 

projects in the country alongside other re-

search initiatives. Ahmed completed Bachelors 

in Visual Arts with specialisation in Art History 

from the M.S. University of Baroda, following 

which completed the interdisciplinary MA

programme at the School of Arts & Æsthetics, 

Jawaharlal Nehru University in 2009 and has 

organised and participated in numerous con-

ferences and workshops internationally. He has 

been involved in doing research and archiving 

with art-critics and artists over the years and his 

area of interest is in investigating the infrastruc-

ture and institution of Art in the country.

SALLY TALLANT is Director of Liverpool 

Biennial – The UK Biennial of International 

Contemporary Art. Previously she was Head of 

Programmes at the Serpentine Gallery, London 

(2001-11) where she was responsible for the 

development and delivery of an integrated 

programme of Exhibitions, Architecture, Educa-

tion and Public Programmes. She has curated 

exhibitions in a wide range of contexts including 

the Hayward Gallery, Serpentine Gallery, hos-

pitals, schools as well as public commissions. 

She has developed commissioning programmes 

for artists in a range of contexts and developed 

long- term projects including The Edgware Road 

Project, Skills Exchange and Disassembly. She 

has also curated performances, sound events, 

film programmes and conferences. She is a 

regular contributor to conferences nationally 

and internationally. She is a Trustee of Metal, 

and Advisory Board Member of Open Arts 

Archive (Open University), a Board Member 

of the International Biennial Association and a 

member of the London Regional Council for the 

Arts Council of England.

SEAN ANDERSON is Associate Curator 

in the Department of Architecture and Design 

at The Museum of Modern Art, New York. A 

Fellow of the American Academy in Rome and 

the Scuola Normale Superiore di Pisa, he re-

ceived two degrees in architectural design and 

architectural history from Cornell University, an 

M. Arch from Princeton University and a Ph.D 

in art history from the University of California, 

Los Angeles. He has practiced as an architect 

and taught in Afghanistan, Australia, India, Italy, 



500

Morocco, Sri Lanka and the U.A.E. His book, 

Modern Architecture and its Representation in 

Colonial Eritrea was published in 2015 and was 

a finalist for the AIFC Bridge Book Award for 

Non-Fiction.

SEBASTIAN CICHOCKI is a curator, 

writer, and art critic. He is chief curator of the 

Museum of Modern Art in Warsaw and curator 

of the Bródno Sculpture Park in Warsaw. Be-

tween 2005 to 2008, he was program director 

of the Contemporary Art Centre in Bytom, 

Poland. Cichocki’s main focus is the postartistic, 

Arte Útil, land use-related practices, and the 

literature as a form of exhibition-making. He has 

curated a number of solo and group exhibitions 

including Monika Sosnowska’s presentation 

at the Polish Pavilion at the 52nd, and Yael 

Bartana at the 54th Venice Biennale (co-curated 

with Galit Eilat).

SHAHIDUL ALAM is a photographer, 

curator, writer and activist, who established the 

Pathsala South Asian Media Academy in 1998. 

He is most known for his work ‘The Struggle 

for Democracy’ which documents the uprising 

that led to the ousting of General Ershad in 

1990. Alam earned a PhD in Organic Chemis-

try from London University in 1983. Upon his 

return to Bangladesh he established the Drik 

Media Agency in 1989 and in 1999, the Chhobi 

Mela International Festival of Photography, a 

biennale of photograpy. Alam has curated the 

Photoquai at the Musée du Quai Branly (2013); 

Where Three Dreams Cross at the Photomu-

seum Winterthur and the Whitechapel Gallery 

(2010); and has participated in exhibitions 

such as Migration, at the Pune Biennale (2017); 

the Kochi Muziris Biennale (2012) and In the 

Realm of Architecture at the Centre George 

Pompidou and the Museum of Modern Art 

(1992) among others. He has been awarded 

Lifetime Achievement Award by the Bangladesh 

Photographic Society in 2017 and the Shilpakala 

Award in 2015. 

SHANAY JHAVERI is Assistant Curator, 

South Asian Art, within the Department of Mod-

ern and Contemporary Art at the Metropolitan 

Museum of Art, New York. Jhaveri has a PhD in 

Curatorial and Critical Studies from the Royal 

College of Art, his dissertation addressed the 

topic of self-identity in South Asian art. His 

recent exhibitions include In Dialogue: Amrita 

Sher-Gil and Lionel Wendt (Jhaveri Contempo-

rary, Mumbai, 2014); Raghubir Singh and William 

Gedney (Esther Schipper Gallery, Berlin, 2013); 

Companionable Silences (Palais de Tokyo, 

Paris, 2013); and India: Visions from the Outside 

(Cultuurcentrum Brugge, Bruges, 2012). Jhaveri’s 

books include: Western Artists and India: 

Creative Inspirations in Art and Design (Thames 

& Hudson and The Shoestring Publisher, 

2013); Outsider Films on India: 1950-1990 (The 

Shoestring Publisher, 2010); and Chandigarh is 

in India (The Shoestring Publisher, 2016). He has 

published widely in various art journals and is a 

contributing editor to Frieze Magazine. He is a 

trustee of the non-profit public space Mumbai 

Art Room, Mumbai, and a member of the China-

ti Contemporary Council, Marfa Texas.

SHARMINI PEREIRA is an independent 

international curator. She is the founder and 

director of two internationally recognised Sri 

Lankan based organisations, Rakng Leaves, an 

award winning curatorial organisation, which 

commissions and publishes book projects with 

international artists and the Sri Lanka Archive 

of Contemporary Art, Architecure and Design. 
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In 2014 she curated the Garden of Ideas – 

Contemporary Art from Pakistan as Guest 

Curator for the opening exhibiton of the Aga 

Khan Museum in Toronto. In 2011 she was the 

international guest curator of the Abraaj Capital 

Art Prize and in 2006 she co-curated the first 

Singapore Biennale. Her writing has appeared 

in South East of Now, Mousse Magazine, Gug-

genheim online, Art Asia Pacific, Groundviews 

and Imprint amongst others. She is a judge for 

the forthcoming 2017 Geoffrey Bawa Award for 

Architecture and currently lives in Sri Lanka 

and New York.

STEFANIE HESSLER is curator of TBA21–
Academy and co-founder of Andquestionmark 
in Stockholm, Sweden (with Carsten Höller). 
She recently curated the exhibitions Tidalectics 
at TBA21–Augarten, Vienna, Austria (2017); Sugar 
and Speed at the Museum of Modern Art, Reci-
fe, Brazil (2017); Winter Event – antifreeze at the 
Museum of Contemporary Art, Santiago, Chile, 
and Flora, Bogotá, Colombia (2015/16); the 8th 
Momentum Biennial, Moss, Norway (2015); and 
Outside at Index and Moderna Museet, Stock-
holm (2014). Currently, Hessler is editing the 
publication Tidalectics. Imagining an Oceanic 
Worldview through Art and Science, which will 
be published by MIT Press in spring 2018.
SUGATA BOSE is Gardiner Professor of 
Oceanic History and Affairs at Harvard Universi-
ty. Bose's field of specialization is modern South 
Asian and Indian Ocean history. He obtained 
his Ph.D. from the University of Cambridge. His 
books include His Majesty's Opponent: Subhas 
Chandra Bose and India's Struggle against Em-
pire (Cambridge: Harvard University Press, 2011) 
and A Hundred Horizons: the Indian Ocean 
in the Age of Global Empire (Cambridge, MA: 
Harvard University Press, 2006.) In A Hun-
dred Horizons, Bose crosses area studies and 
disciplinary frontiers as he bridges the domains 
of political economy and culture. He was a 

recipient of the Guggenheim Fellowship in 1997. 
Bose is currently writing a book titled Asia after 
Europe: Decline and Rise of a Continent (under 
contract with Harvard University Press) and 
working as General Editor on The Cambridge 
History of the Indian Ocean.

SUMAN GOPINATH is a curator and 
founder/director of Colab Art & Architecture 
based in Bangalore, India (2005). Suman has 
collaborated with Grant Watson and Anshuman 
Dasgupta on the exhibition Santhal Family: 
Positions around an Indian Sculpture, Muh-
ka - Museum of Contemporary Art, Antwerp, 
Belgium (2008); she was invited to speak on 
Museums of the Future, a series of talks orga-
nized by Julia Peyton-Jones and Hans Ulrich 
Obrist at the Basel Art Fair, Miami, USA (2007); 
she co-curated Horn Please: Narratives from 
Contemporary Indian Art, Kunstmuseum Bern, 
Switzerland (2007-08); she was invited curator 
for the Lyon Biennale (2007), The History of a 
Decade That Has Not Yet Been Named, curated 
by Stephanie Moisdon and Hans Ulrich Obrist; 
she was networking curator from India for the 
Singapore Biennial (2006). 
SYED JAHANGIR, a painter as well as a 
cultural organiser, was the first Director of the 
Department of Fine Arts at the Bangladesh 
Shilapkala Academy from 1977 to 1992. He was 
the secretary of a cooperative art gallery in 
Islamabad, which focused on contemporary art 
from what was then East Pakistan. Returning to 
Dhaka, he was appointed to the Directorship of 
the Shilpakala Academy, and initiated Nation-
al Exhibitions, the Young Artists Exhibition, 
and travelling exhibitions. Following a trip to 
Fukuoka in 1980, he organized the first Asian 
Art Biennale in 1981 and led this platform for its 
first 5 editions before retiring and returning to 
his artistic practice. He has participated in nu-
merous exhibitions in Bangladesh and abroad, 
and has held solo exhibitions at the Embassy 
of Bangladesh, Washington DC (2010); the 
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Bangladesh Shilpakala Academy (1997); Alliance 
Française, Karachi (1957) among others. 

TARUN NAGESH

YIN KER owes her training to the University 
of Paris-Sorbonne (Paris IV), INALCO (Paris) 
and the International Theravada Buddhist 
Missionary University (Yangon). Her research in-
terests include “art” and “art history” as variable 
constructs, ancient and modern methods of 
knowledge- and image-making, "art" and matri-
ces of power and authority, and ways of telling 
(hi)stories of "art". In parallel with theoretical 
research within and beyond the discipline of 
art history, she explores image-making through 
drawing and painting. She teaches, curates 
and has been exploring the potential of digital 
art historical methods through AungSoeillus-
trations.org, an open-access online database 
of illustrations by Bagyi Aung Soe (1923–90, 
Myanmar). 

ZOE BUTT is a curator and writer based 
in Vietnam. Her curatorial practice centres 
on building critically thinking and historical-
ly conscious artistic communities, fostering 
dialogue among countries of the global south. 
She is currently Artistic Director of the Factory 
Contemporary Arts Centre, Ho Chi Minh City, 
Vietnam’s first purpose-built space for contem-
porary art. She formerly served as Executive 
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Av‡qkv mzjZvbv kã, wPÎ, e¯Íz, w¯’i wPÎ Ges 
wPÎK‡g©i wewfboe kvLv Dc-kvLv we‡køl‡Yi gva¨‡g
†¯ú‡mi mgv‡jvPbvi Dci we‡klfv‡e AvMÖnx| cvw_©e 
Ges Acvw_©‡ei ˆØZZvi mnve¯’v‡bi ga¨ w`‡q wZwb 
Zvi KvR‡K evsjv‡`wk †cÖ¶vc‡Ui evB‡i wb‡q wM‡q 
¯^vaxbfv‡e Dc¯’vcb K‡ib, hv c‚e©wba©vwiZfv‡e msÁvwqZ 
Kivi AeKvk †bB| mzjZvbvi me©‡kl AvuKv welqe¯Í 
wn‡m‡e ¯’vcZ¨we`¨vi cÖv_wgK ¯Í‡ii MVbweb¨vm ¯’vb 
†c‡q‡Q| wZwb weKb nvDR b¨vkbvj BDwbfvwm©wU jv‡nvi 
†_‡K 2007 mv‡j PviæKjvq ¯œvZK Ges 2008 mv‡j 
Pviæ wk¶vq ¯œvZ‡KvËi mb` †bb| XvKv AvU© mvwgU 
2016-‡Z mzjZvbv Zvi `v †¯úm weUzBb w_s‡mi GKK 
cÖ`k©bx K‡ib| Av‡Mi eQi¸‡jvi gv‡S, XvKv AvU© mvwgU 
(2014); ¸qvsRz we‡qbv‡j (2016); Ges BD K¨vbbU 
µm w` Ikvb †gqviwj evB ÷¨vwis A¨vU `v IB‡qfm, 
wµbwRsMvi †cÖv‡R±, wf‡qbv (2016)| mzjZvbv mvg`vwb 
AvU© A¨vIqvW© 2014 Gi weRqx †NvwlZ nb|

dviRvbv Avn‡g` Ewg© (Rb¥ 1980) evsjv‡`kx 
wkíx| wZwb 2008 mv‡j PviyKjv Abyl`, XvKv wek¦we`¨v-
jq ‡_‡K  Qvc wPÎ welqK mœvZK Ges cieZ©x‡Z 2010 
mv‡j GKB wk¶v  cÖwZôvb ‡_‡K mœvZK DËi wWMÖx AR©b 
K‡ib| GKB eQ‡i LÛKvjxb AvU© wk¶K wn‡m‡e ‡hvM 
‡`b AiYx we`¨vj‡q|PviyKjv Abyl‡` QvÎ _vKvKvjxb 
mg‡q 2001 mv‡j QvcwPÎ wefvM Av‡qvwRZ evrmwiK 
cª`k©bx‡Z Ô‡e÷ wgwWqv Ô(DWKvU) GIqvW© AR©b K‡ib 
dviRvbv Avn‡g`| 2013 mv‡j Ewg© wbR¯^ ÷ywWI ¯’vcb 
K‡ib Ges  cªwZK…wZ AvuK‡Z ïiy K‡ib| 2014 mvj 
‡_‡K 2017 mvj ch©šÍ XvKv mn ‡Mvqv, mvD_ ‡Kvwiqv 
Ges Pvqbv‡Z Av‡qvwRZ wewfbœ `jxq wPÎ  cÖ`k©bx‡Z 
AskMÖnb K‡ib; Zv Qvov GKB mg‡q mvD_ ‡Kvwiqv, 
Pvqbv, Rvcvb mn XvKv‡Z ‡ek K‡qKwU GKK wPÎ  
cÖ`k©bx K‡ib|Avn‡g` Ewg©, wkí PP©vi RvqMvq memgq 
Db¥y³ _vK‡Z ‡P‡q‡Qb Ges GB mg‡q wZwb fv¯‹h© wk‡í 
AvMÖnx ‡eva Ki‡Qb Ges fv¯‹h© wk‡í mœvZK D‡Ëvi 
cov‡kvbvi my‡hvM LyuR‡Qb|
  

nvwg`y¾vgvb Lvb GK fv¯‹h© wkíx| wZwb Zvi 
weGdG wWMÖx evsjv‡`k K‡jR Ae AvU©m GÛ µvdU,Xvwe 
Ges Zvi GgGdG gnvivRv mvqvwRivI BDwbfvwm©wU Ae 
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ei`v †_‡K 1976 mv‡j MÖnY K‡ib| wZwb 1982-83 
mv‡j gvwK©b hy³iv‡÷ª KvR K‡ib|

Kwei Avn‡g` gvmyg wPkZx KweZv, cvid‡g©Ý 
Ges G¨vwb‡gkb wb‡q KvR K‡ib| wZwb fv¯‹h© wefv‡M 
Xvwei PviæKjv Abyl` †_‡K 1998 mv‡j MÖvRy‡qkb m¤úbœ 
K‡ib| wZwb e„Ë AvU© Uªv÷-Gi cÖwZôvZv Ges Uªvw÷| 
Zvi wkíKg© 54Zg f¨vwbm evB‡bvwbqvj, cÂg dz‡KvIKv 
Gwkqvb AvU© UªvBGwbqvj Ges XvKv AvU© mvwgU-G 
cÖKvwkZ n‡q‡Q|

Kvwj`vm Kg©Kvi GKRb wcÖ›U †gwKs Gi gva¨‡g 
KvR K‡ib, g~jZ †f¯‹vwmwU †UKwbK wb‡q| wZwb DBw-
jqvg ÷¨vbwj †nUv‡ii m‡½ KvR K‡i‡Qb| Kg©Kvi Zvi 
wcÖwWMÖx †Kvm© XvKv wek¦we`¨vj‡qi BwÝwUDU Ae dvBb 
AvU©m Ges Zvi MÖvRy‡qkb KjKvZvi Mf‡g›Um K‡jR Ae 
AvU©m GÛ µvd&Um-G 1969 mv‡j m¤úbœ K‡i‡Qb| wZwb 
2016 mv‡j wkíKjv c`K MÖnY K‡ib|

Kvgiæ¾vgvb ¯^vaxb Ggb GKRb wkíx hvi Ask-
MªnYg~jK mvabvi AšÍf©y³ nj fv¯‹h©, †cBw›Us, BÝU‡-
jkb, cwi‡ekbv, wfwWI Ges cvewjK AvU©-B›Uvi‡fbkb| 
Zvi Kv‡Ri g‡a¨ GKUv e¨v½vZ¥K avi Av‡Q, hv mivmwi 
cwi‡ek wech©q I aŸs‡mi ivRbxwZ Ges Gi cªfve evs-
jv‡`k Ry‡o emevmiZ KwgDwbwUi Dci wKiƒc Zv wb‡q 
KvR K‡i| 2001 mv‡j wZwb wM`&ix evDwj dvD‡Ûkb
Ae AvU©m cªwZôv K‡ib hv VvKyiMuvI †Rjvq KwgDwb-
wU wfwËK cªKí Ges †iwm‡WwÝ m¤úboe K‡i P‡j‡Q, 
muvIZvj Rb‡Mvôx Ges Zv‡`i HwZ‡n¨i mv‡_ D‡jøL‡hvM¨ 
mn‡hvwMZv mnKv‡i| ¯^vaxb, XvKv wek¦we`¨vj‡q PviæKjv 
Abyl‡` cov‡kvbv K‡i‡Qb| 1996 mv‡j weGdG 
mn‡hv‡M Mª¨vRy‡qkb m¤úboe K‡ib Ges 1999 mv‡j 
GgGdG m¤úboe K‡ib| Zvi mv¤cÖwZK cª`k©bxmg~‡ni 
g‡a¨ i‡q‡Qt GKK cª`k©bx, iæ‡UW Bb m‡qj, Awjqum 
d«‡mR, XvKv (2016); Ges 13Zg (2008) I 17Zg 
(2016) Gwkqvb AvU© we‡qbv‡j, XvKv-‡Z AskMªnY 
K‡ib; AvšÍR©vwZK †mv‡jv †dw÷fvj, e¨vsKK (2016); 
Ges Bb-mvBU, BGg‡K †m›Uvi,XvKv (2016)| wZwb 
17Zg Gwkqvb we‡qbv‡j, XvKv (2016)-Gi Mª¨vÛ cªvBR 
jvf K‡ib|

KbK Pvucv PvKgvi KvR Zvi PvKgv cwiPq Ges 
`w¶Yc‚e© evsjv‡`‡k Aew¯’Z iv½vgvwU (ev PvKgv) cve©Z¨ 
AÂ‡ji cÖK…wZ I gvbz‡li mv‡_ `xN© †gqvw` m¤c‡K©i 
Dci wfwË K‡i M‡o D‡V‡Q| wZwb 1986 mv‡j XvKv 
wek¦we`¨vj‡qi PviæKjv wefvM †_‡K Gg.G. wWMÖx cÖvß, 
Ges cieZ©x‡Z 1993 †_‡K 1994 mv‡j †cwÝj‡fw-
bqv †÷U wek¦we`¨vj‡q Aa¨qb K‡i wgW-Av‡gwiKvb 
AvU©m& †d‡jvwkc AR©b K‡ib| Zvi mv¤cÖwZK GKK 
cÖ`k©bx¸‡jvi gv‡S D‡jøL‡hvM¨ njt A¨vjv‡qÝ d¨©v‡Ýh& wW 
†gj‡evb© (2017); Ges †e½j M¨vjvix Ad& dvBb AvU©m&, 
XvKv (2005)| g‡bvbxZ `jxq cÖ`k©bx¸‡jvi †fZi 
10g (1992), 12Zg (1996), 13Zg (1998), 15Zg 
(2002) Ges 16Zg (2005) b¨vkbvj AvU© Gw·wekb, 
XvKv; †UvwK‡qv†g‡UªvcwjUb AvU© wgDwRqvg (2005); jvm& 
†fMvm& AvU© wgDwRqvg (2005); †Kvwiqvb dvD‡Ûkb
KvjPvivj †m›Uvi (2009); †m‡UvwP †Uwiwbqvj (Setou-
chi Triennial) (2013); 16Zg Gwkqvb AvU© evB‡qw-
bqvj(2015); XvKv AvU© mvwgU (2016) D‡jøL‡hvM¨| 
XvKvq Aew¯’Z RvZxq Rv`zNi; wgqvwgi j¨vwUb A¨v‡g-
wiKvb AvU© wgDwRqvg; KjKvZvi weojv A¨vKv‡Wwg Ad& 
AvU© A¨vÛ KvjPvi; Ges wmI‡ji BqvsIqvb K‡c©v‡ik‡b 
Zvi wkíKg© ¯’vb †c‡q‡Q|

Lywk Kwei GKRb Gw±‡f÷, bvixev`x Ges 
cwi‡ekev`x| wZwb Xvwei PviæKjv Abyl` †_‡K MÖvRy‡qkb 
m¤úbœ K‡i‡Qb| wZwb mË‡ii `k‡K wb‡Riv Kwi bvgK 
GbwRI-Gi msMwVKv wn‡m‡e KvR ïiæ K‡ib| Lywk Kwei 
cve©Z¨ PÆMÖv‡gi AvšÍR©vwZK welqK †m›Uvi di cwjwm 
WvqvjM Gi cwiPvwjKv Ges 2013 mv‡j Iqvb wewjqvb 
ivBwRs-Gi msMwVKv wQ‡jb|

Kyû cøvgÛb GKRb wkíx Ges wWRvBbvi| wZwb Xvwei 
PviæKjv Abyl` †_‡K WªBs Ges †cBw›Us-G Zvi GgGdG 
m¤úbœ K‡ib| wZwb XvKv †cB›Uvim G‡mvwm‡qk‡bi mwµq 
m`m¨ wQ‡jb Ges eZ©gv‡b kv‡Kvi cÖwZôvZv Ges m`m¨|

Rqv kvnwib nK Xvwei PviæKjv Abyl‡`i wcÖ›U 
†gwKs wefv‡M G¨vwmm‡U›U cÖ‡dmi| wZwb 2006 mv‡j 
Zvi GgweG gnvivRv mvqvwRivI BDwbfvwm©wU Ae ei`vi 
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wcÖ›U †gwKs wefvM Ges 2003 mv‡j Zvi weGdG Xvwei 
PviæKjv Abyl` †_‡K jvf K‡ib| 2015 mv‡j wZwb 
†¯øW ¯‹zj Ae AvU, jÛb-Gi weªwUk KvDwÝj / Pvj©m& 
Iqv‡jm evsjv‡`k Uªv÷ wfwRwUs AvwU©÷ †iwR‡WwÝ 
†cvÖMÖv‡g AskMÖnY K‡ib| Zvi cÖ`k©bx¸wji g‡a¨ i‡q‡Qt 
ÒnvB‡d‡b‡UW Gw•m‡UÝÓ wjUgvm †¯úm, mvD_ †Kvwiqv 
2013 Ges ÒAj †Wª÷ Avc, †bv I‡q Uz †MvÓ, †e½j AvU© 
jvDÄ, XvKv|

W: ‡gvnv¤§` BKevj GKRb wPÎKvi| wZwb 
1989 mv‡j Zvi GgGdG XvKv wek¦w`¨vjq †_‡K 
m¤úbœ K‡ib| BKevj Rvcv‡bi AvBwP BDwbfvwm©wU Ae 
GWy‡Kkb †_‡K GgGW Ges wn‡ivwmgv wmwU BDwb-
fvwm©wU †_‡K wcGBPwW wWMÖx jvf K‡ib| Zvi wkíKg© 
28Zg †UvwKI Gw•wekb, †UvwKI †g‡UªvcwjUb wgDwRqvg 
(2002), wØZxq Ges Z…Zxq mviRv we‡qbv‡j (1995, 
1997) Ges beg fviZxq Uªvqvwbqvj (1997) cÖ`wk©Z 
nq|

‡gv¯Ídv Rvgvb Zvi weGdG wWMÖx 1998 mv‡j 
Xvwei BwÝwUDU Ae dvBb AvU©m †_‡K m¤úbœ K‡ib| 
wZwb wcª›U †gwKs-G wkÿv MÖnY K‡ib wKš‘ Zvi KvR 
gvwë wWwmwcøwgbvix cÖwµqvi Ges wkí mgv‡jvPK wn‡e‡e 
cwiwPZ| Zvi †jLv Ó‰`wbK AeRvifvif, cÖ_gAv‡jv, 
†fv‡ii KvMR, †WBwj ÷viÓ-G cÖKvwkZ n‡q‡Q| eZ©gv‡b 
wZwb wWcvU© g¨vMwR‡bi cwiPvjK|

bvwej ingv‡bi mvabvq Kzwo‡q cvIqv e¯‘ msMªn, 
cªZxK wbg©vY Ges wjwLZ k‡ãi mv‡_ m¤ú„³ GKwU 
cªwµqvq wkívwqZ GK eZ©gvb bw_e× nq| weg~Z©Ki‡Yi 
BwZnvm I fvlvmg~‡ni wel‡q cwinvmg~jK †idv‡iÝ 
m„wói gva¨‡g wZwb weg~Z©Zvi ivRbxwZ‡K AbymÜvb K‡ib, 
wZwb Zvi Kv‡R e¯‘i ˆewk¦K cªev‡ni c`wPýmg~n‡K ey‡b, 
weg~Z©Ki‡Yi AbywgZ j¶¨‡K Aw¯’wZkxj K‡ib Ôweï× 
dg©Õ Gi †Luv‡R| 2013 mv‡j, wZwb AvBR Ab evsjv‡`k 
msMVbwUi cËb K‡ib, hv wbD Bq‡K© GKwU cª`k©bxi 
Av‡qvRb K‡i, †hLv‡b evsjv‡`kx Av‡jvKwPÎx‡`I 
KvR‡K we‡klfv‡e Zz‡j aiv nq| wZwb ÔcvBbv‡cj A¨vÛ 
wgéÕ g¨vMvwR‡bi cªavb m¤úv`K wQ‡jb, GB g¨vMvwR‡b 
c„w_exi wewfboe ¯’vb †_‡K cwihvwqZ n‡q Avmv wkíx‡`i 

(Wvqv‡¯úviv AvwU©÷m&), hviv wbD Bq‡K© Kg©iZ, KvR Zz‡j 
aiv nq| ingv‡bi cªg GKK cª`k©bx AbywôZ nq, BU nvs 
Ifvi AvR jvBK A¨vb A¨vbwfj, j¨vwUwUDW jw½wUDW 
6, XvKv (2015)-Gi mgq; wZwb †ejvm Av‡U©m cª‡R±m, 
wdwjwcb (2017)-‡Z GKRb AvwU©÷-Bb-‡iwm‡WÝ 
wn‡m‡e †hvM`vb K‡ib; Ges BD K¨vbbU µm w` wm wgq-
viwj evB †÷qvwis A¨vU w` I‡qfm, wµb&wR½vi cª‡R‡±, 
Aw÷ªqv (2016)-†Z †hvM`vb K‡ib|

FZy mvËvi GKRb evsjv‡`kx-es‡kv™¢~Z gÂ I 
cwi‡ekbv wkíx| Zvi wkímvabvq Dcw¯’wZ I Abycw¯’wZ, 
¯§„wZ I we¯§„wZ, mgwó I w¯’wZ¯’vcKZv, e¨w³¯^vZš¿¨ I 
†gŠwjKZv, †`k I ms¯‹…wZ, mgq I ¯’v‡bi gZ aviYv¸wj 
cªKv‡ki Rb¨, MÜ, kã, Av‡jv A_ev ¯^v‡`I Abyf~wZ‡K 
e¨envi K‡i †¯úm-‡K bZyb K‡i msÁvwqZ Kiv nq| 
Rxe‡bi we¯§„wZi `yóP‡µi GKwU mgwóMZ ¯§„wZ A_ev, 
†KvjvRGi gZ AvPiYKvix Zvi wkíKg©, †mme cªv wKsev 
AvPvivbyôvb‡K hvPvB K‡i †hme GK mgq Zvi ms¯‹…wZi 
¸iæZ¡c~Y© Ask wQj wKš‘ Kv‡ji cªev‡n I mvgvwRK cªMwZi 
avivevwnKZvq we¯§„Z n‡q‡Q| myh¨vb wdwjcm, wbwLj †Pv-
cov, bvqjv AvRv` Ges wjhv‡e_ †nvë Bq‡M©b‡mb-Gi 
gZ cªL¨vZ wkíx I gÂ wb‡`©kK‡`i mv‡_ wewfboe
AvšÍR©vwZK Kg©kvjvq mvËvi AskMªnY K‡i‡Qb| Zvi 
mv¤cÖwZK cª`k©bxi g‡a¨ i‡q‡Qt m‡qj A¨vÛ †÷vbm, 
†mvDjm A¨vÛ msm, c¨viv-mvBU, nsKs (2017); bvBb_ 
Qwe‡gjv B›Uvb¨©vkbvj d‡UvMªvwd †dw÷fvj (2017); 
BR›U BU UvBg BD †jU wg †Mv?, †e½j cvidg¨©vÝ AvU© 
DBK, XvKv (2016); †m‡fw›Ub_ Gwkqvb AvU© we‡qbv‡j, 
XvKv (2016) mn AviI Ab¨vb¨|

wPÎwkíx †iv‡Kqv myjZvbv wcÖ›U‡gwKs Ges †cB-
w›Us wb‡q KvR Ki‡Qb| Zuvi Kv‡R Aebx›`Öbv_ VvKz‡ii 
Kv‡Ri cÖwZ”Qvqv cvIqv hvq| wZwb 1980 mv‡j XvKv 
BDwbfvwm©wUi BÝwUwUDU Ad dvBb AvU©m †_‡K e¨v‡Pji 
wWMÖx I 1983 mv‡j kvwšÍwb‡KZ‡bi wek¦fviZx BDwbfvw-
m©wUi Kjvfeb †_‡K gv÷vm© wWMÖx AR©b K‡ib| eZ©gv‡b 
wZwb XvKv BDwbfvwm©wUi PviæKjv Abyl‡`i wcÖ›U‡gwKs 
wWcvU©‡g‡›Ui GKRb cÖ‡dmi| Auwjqm duª‡mR, XvKv‡Z 
(2006, 1990) Zvui GKK cÖ`k©bx Av‡qvwRZ nq Ges 
wZwb XvKv AvU© mvwgU (2016), 4_© we‡qbv‡j Ad MÖvwdK 
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AvU©, hz‡Mv¯øvwfqv (1996) Ges 3q kvihvn& we‡qbv‡j 
(1995) ‡Z AskMªnY K‡ib| 

knx` Kwei GKRb wPÎKvi whwb Xvwei PviæK-
jv Abyl` †_‡K MÖvRy‡qkb m¤úbœ K‡ib| wZwb 1980 
mvj ch©šÍ Xvwei PviæKjv Abyl‡`i wkÿKZv K‡i‡Qb| 
Kwe‡ii wkíKg© 16Zg MÖvwdKAvU©m evB‡bvwbqvj, 
jyweøqvbv(1981), K‡›U¤úivwi AvU© d«g evsjv‡`k, IqvBU 
P¨v‡cj M¨vjvix (1979), Z…Zxq AvšÍR©vwZK wPÎKjv 
Gw·wekb (1974) cÖKvwkZ n‡q‡Q|

kwn`yj Avjg GKRb Av‡jvKwPÎwkíx, wKD‡iUi, 
†jLK Ges Av‡›`vjbKg©x, whwb cvVkvjv mvD_ Gwkqvb 
wgwWqv GKv‡Wwg cÖwZôv K‡ib 1998 mv‡j| wZwb g~jZ 
Zvi wkíKg© Ôw` ÷ªvMj di†W‡gv‡µwm’i Rb¨ me‡P‡q 
†ewk cwiwPZ, †h wkíK‡g© †Rbv‡ij Gikv`‡K DrLvZK-
vix 1990-Gi MYAf~¨Ìvb `wjjfy³ Kiv n‡q‡Q| Avjg 
1983 mv‡j jÛb wek¦we`¨vjq ‡_‡K ˆRe imvqb wel‡q
wcGBPwW AR©b K‡ib| evsjv‡`‡k †divi ci wZwb 
1989 mv‡j `„K wgwWqv G‡RwÝ I 1999 mv‡j Qwe †gjv 
B›Uvib¨vkbvj †dw÷fvj Ae d‡UvMÖvwd cÖwZôv K‡ib, 
hv GKwU Av‡jvKwPÎ we‡qbv‡j| Avjg, wgDwR `y KzqvB 
eªvbwj (2013)-†Z GKwU d‡UvKzqvB wKD‡iU K‡i‡Qb; 
d‡UvwgDwRqvg DB›UAv_©vi A¨vÛ w` †nvqvBUP¨v‡cj M¨v-
jvwi (2010)-†Z wKD‡iU K‡i‡Qb †nvq¨vi w_ª wWªg&m µm; 
Ges wZwb, cy‡b we‡qbv‡j (2017)-†Z AbywôZ gvB‡MÖkb; 
‡KvPx gywRwim we‡qbv‡j (2012) Ges †m›Uvi RR© cw¤úWz 
w` wgDwRqvg Ae gWvb© AvU© (1992)-G AbywôZ, Bb 
w` wi‡qj&g Ae AvwK©‡UK&Pvi mn AviI wewfbœ cÖ`k©bx‡Z 
AskMÖnY K‡i‡Qb| wZwb evsjv‡`k d‡UvMÖvwdK †mvmvBwU 
cÖ`Ë jvBdUvBg A¨vwPf‡g›UA¨vIqvW© AR©b K‡ib 2017 
mv‡j Ges 2015 mv‡j AR©b K‡ib wkíKjv cyi¯‹vi|

kvIb AvK›` GKRb wkíx, M‡elK Ges wKD‡iUi| 
AvK›` µ¨vK AvšÍR©vwZK AvU© K¨v‡¤úi mnKvwi cÖwZôvZv, 
†hwU 2017 mv‡j ïiæ Kzwóqv †Rjvq|

mvqjv kviwgb GKRb wkíx Ges PÆªMÖvg wek¦we`¨v-
j‡qi BÝwUwUD‡Ui cwiPvwjKv| wZwb †hvM AvU©m †¯úm-
Gi cÖwZôvZv|
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Installation viewm From Dhaka to Fukuoka and Back, The Asian Art Biennale in Context, curated by Diana Campbell Betan-

court, at the Dhaka Art Summit 2018.  Image courtesy of Pablo Bartholomew.  
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ASIAN ART BIENNALE IN 
CONTEXT

cÖm½: wØevwl©K Gwkq PviæKjv cÖ`k©bx
DIANA CAMPBELL BETANCOURT
WITH RUXMINI RECKVANA Q CHOUDHURY 
ASSISTED BY ABHIJAN GUPTA 
AND MOHAMMED SAZZAD HOSSAIN 

Wvqvbv K¨v¤ú‡ej †eUvb‡KvU©
mn‡jLK iæ·wgwb wiKfvbv wKD †PŠazix
mnvqZvq - AvwfRvb ¸ß I †gvnv¤§` mv¾v` †nv‡mb 
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FROM FUKUOKA TO DHAKA AND BACK
THE ASIAN ART BIENNALE IN CONTEXT

Directly after DAS 2016, I spent two months 
as researcher in residence at the Fukuoka 
Asian Art Museum, looking to trace Fukuoka’s 
exhibitions of modern Bangladeshi art in the 
1980s. Flipping through the extensive photo 
albums kept by museum staff from the time, I 
encountered installation images of Asian Artists 
Exhibition II—Festival: Contemporary Asian Art 
Show 1980 (known from here on out as the First 
Fukuoka Asian Art Show, Part II) from November 
1980 which included works of art that were 
familiar to me from the storage of National Art 
Gallery Collection at the Bangladesh Shilpakala 
Academy. The haunting blue geometry of 
Safiuddin Ahmed’s 1979 painting Fishing Net 
stood out to me. This work was exhibited not 
only at the 1st Fukuoka Asian Art Show, Part II, 
but also at the First Asian Art Biennale in 1981, 
and subsequently at DAS 2016 in Rewind. It 
became apparent that the exhibition histories 
among the Fukuoka Asian Art Museum (FAAM), 
the Asian Art Biennale and the Dhaka Art 
Summit (the latter two hosted in the Bangladesh 
Shilpakala Academy) were intimately intertwined 
in ways not perceptible on the surface. 
A whole generation of Bangladeshi intellectuals 

d«g dzKzIKv Uz XvKv A¨vÛ e¨vK: cÖm½: wØevwl©K 
Gwkq PviæKjv cÖ`k©bx

dzKzIKvi 1980Ôi `k‡K AvazwbK evsjv‡`wk 
wk‡íi cÖ`k©bxi †Lvu‡R Avwg 2016 XvKv AvU© mvwgU 
Gi wVK c‡iB dzKzIKv Gwkqvb AvU© wgDwRqvg 
G AvevwmK M‡elK wn‡m‡e `zB gvm KvUvB| †mB 
mg‡qi wgDwRqvg Kg©x‡`i msMÖn Kiv wekvjvK…wZi 
d‡Uv Gjevg NvuU‡Z NvuU‡Z Avwg b‡f¤^i, 1980-
i Gwkqvb AvwU©÷ Gw·wekvb 2 - †dw÷fvj: 
Kb‡Ug‡cvivwi Gwkqvb AvU© †kv 1980Õi mvRv‡bvi 
Qwe Lz‡R cvB (hv dv÷© dzKzIKv Gwkqvb AvU© †kv: 
cvU© 2 bv‡g cieZ©x‡Z cwiwPZ n‡q‡Q)| G‡Z 
AšÍf©z³ wkíKg©¸wj evsjv‡`k wkíKjv GKv‡Wwgi 
b¨vkbvj AvU© M¨vjvix msMÖnkvjvq Av‡M †`Lvi myev‡` 
Avgvi cwiwPZ jvMwQj| mvwdDwÏb Avn‡g‡`i 
1979 mv‡ji wPÎKg© wdwks †bU bv‡gi welbœ bxj 
R¨vwgwZK KvRwU †Kej dv÷© dzKzIKv Gwkqvb AvU© 
†kv-cvU© 2 †Z bq, eis 1981 mv‡ji cÖ_g Gwkqvb 
AvU© evB‡qbvj Ges XvKv AvU© mvwgU 2016-†ZI 
cÖ`wk©Z n‡qwQj| d‡j GUv µgk ¯úó n‡q D‡V †h 
dzKzIKv Gwkqvb AvU© wgDwRqvg (GdGGg) Avi 
Gwkqvb AvU© weB‡qbv‡j I XvKv AvU© mvwg‡Ui g‡a¨ 
(DfqB evsjv‡`k wkíKjv GKv‡Wwg‡Z AbzwôZ) 
cÖ`k©bxmg~‡ni BwZnvm Ggb Mfxifv‡e ci¯úi 
m¤úwK©Z hv †Lvjv‡Pv‡L Abyaveb‡hvM¨ bq|

1971 G ¯^vaxbZvi gvÎ `zBw`b Av‡M cvwK¯Ívwb 

ABDUR RAZZAQUE, ABDUS SATTAR, ALOK ROY, AMINUL ISLAM, BANIZUL HUQ, 
HAMIDUZZAMAN KHAN, HASHI CHAKRABORTY, KAZI ABDUL BASET, MONSUR UL KARIM, 

MOHAMMAD KIBRIA, NITUN KUNDU NURUN NAHAR PAPA, PRANESH KUMAR MANDAL, 
PHYLLIS ZABALLERO, QAYYUM CHOWDHURY, RAFIQUN NABI, RASHA, 

RATAN MAJUMDER, ROKEYA SULTANA, ROMEO OLAZO, SAFIUDDIN AHMED, 
SHAHABUDDIN AHMED, SM SULTAN, SULTANUL ISLAM, SYED JAHANGIR
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was brutally massacred by the Pakistani military 
just two days before the country’s independence 
in 1971, and understandably investing in the 
regeneration of Bangladeshi culture was high on 
the national agenda. The Bangladesh Shilpakala 
Academy was founded by an act of Parliament 
in 1974, and the visionary and charismatic 
artist Syed Jahangir joined as its inaugural 
Director of Visual Arts in 1977, determined 
for Bangladeshi art to make a mark across the 
country and also internationally. In 1978, Jahangir 
quickly organised an exhibition of Bangladeshi 
contemporary art in Dresden, and his visit to 
Dresden to inaugurate the show inspired him 
to set up the visual arts department of the 
Bangladesh Shilpakala Academy as a collecting 
institution in the form of the National Art Gallery 
collection. He traveled to India that same year to 
participate (as an exhibiting artist) in the fourth 
Triennale-India, where he was impressed by the 
Lalit Kala Akademi. Nevertheless, he decided to 
take his own institution in a different direction, 
looking instead to the East for inspiration, as 
many artists in previous generations in Bengal 
had done—from Nandalal Bose (1882–1996) to 
Abanindranath Tagore (1871–1951) to Mohammad 
Kibria (1929–2011), to name but a few of those 
who employed new strategies in their quests to 
create autonomous spaces for art.

Tellingly, the idea to begin the Asian Art Biennale 
began during Jahangir’s summer 1980 visit to 
Fukuoka to consult on Fukuoka’s Contemporary 
Asian Art Show that opened in November 1980 
and included 28 artists from Bangladesh. With 
strong support from the Bangladesh government 
and the foreign ministry, assisted by Farooq 
Sobhan (who is now chair of the board of the 
Samdani Art Foundation), it seemed the biennale 
was set to succeed in its January 1981 opening 
date. However, by the time Jahangir returned 
to Fukuoka in November 1980, with only two 

mvgwiK evwnbx GK cÖR‡b¥i evsjv‡`wk ezw×Rxex‡`i 
m¤ú‚Y© wbg©gfv‡e nZ¨v K‡i| ¯^vfvweKfv‡eB 
evsjv‡`wk ms¯‹…wZi czbR©vMiY ZLb RvZxq Rxe‡b 
cÖvavb¨ cvq| 1974 mv‡j RvZxq msm‡`i D‡`¨v‡M 
evsjv‡`k wkíKjv GKv‡Wwg cÖwZwôZ nq| ¯^cœ`k©x 
Ges †gavex wkíx ˆmq` Rvnv½xi †`‡k I AvšÍR©vwZK 
A½‡b evsjv‡`wk wk‡íi GKwU Ae¯’vb ˆZixi `…p 
cÖZ¨‡q 1977 mv‡j PviæKjv wefv‡Mi cÖ_g cwiPvjK 
wnmv‡e †hvM`vb K‡ib|

Aí mg‡qi g‡a¨, 1978 mv‡j ˆmq` Rvnv½xi 
†WÖm‡W‡b evsjv‡`kx mgmvgwqK wk‡íi GKwU 
åvg¨gvb cÖ`k©bx Av‡qvRb K‡iwQ‡jb| GB AwfÁZv 
Zv‡K evsjv‡`k wkíKjv GKv‡Wwgi PviæKjv 
wefvM‡K RvZxq wPÎkvjvi gva¨‡g GKwU msMÖnkvjv 
wn‡m‡e cÖwZwôZ Kivi Rb¨ AbzcÖvwYZ K‡iwQj| H 
eQ‡iB wZwb fvi‡Z AbzwôZ PZz_© UÖvB‡qbv‡j cÖ`k©bx 
wkíx wn‡m‡e AskMÖn‡Yi Rb¨ hvb, †hLv‡b jwjZKjv 
GKv‡Wwgi Kg©KvÛ †_‡K wZwb AbzcÖvwYZ n‡qwQ‡jb| 
Z‡e, Zvi cÖwZôvbwU‡K wZwb wfbœ w`‡K GwM‡q 
†bIqvi wm×všÍ †bb, GB Kv‡R cwð‡gi e`‡j c~‡e 
wZwb Aby‡cÖibv Lyu‡R wb‡qwQ‡jb, †hgbwU Zvi Av‡MI 
evsjvi c‚e©eZ©x cÖR‡b¥i eû wkíx K‡i‡Qb| Zviv 
wk‡íi ¯^vqËkvwmZ ¯’vb ˆZwii cÖqv‡m bZzb ‡KŠkj 
Abzkxjb K‡iwQ‡jb, †hgb b›`jvj emz (1882 
-1996) †_‡K Aebx›`Öbv_ VvKzi (1871-1951) 
I †mLvb †_‡K †gvnv¤§` wKewiqv (1929-2011) - 
mK‡ji †ÿ‡Î Ggb avivevwnKZv jÿ¨bxq|

dv÷© dzKzIKv Gwkqvb AvU© †kv - Gi Rb¨ cÖ¯ÍzwZi 
Kv‡R ‰mq` Rvnv½xi 1980 mv‡j `yBevi dzKzIKv 
wM‡qwQ‡jb| †hLv‡b wZwb wb‡R mn 28 Rb 
evsjv‡`kx wkíxi AskMÖnY wb‡q Av‡jvPbv K‡ib| 
1980Ôi MÖx‡®§ dzKzIKv‡Z cÖ_gevi åg‡Yi mgq 
wZwb Gwkqvb AvU© evB‡qbvj ïiæ Ki‡Z DØz× nb hv 
Gwkqvi ez‡K Pjgvb mgKvjxb wk‡íi me‡P‡q czi‡bv 
evB‡qbvj| m¤cÖwZ GwU Zvi 17 Zg ms¯‹iY c~b© 
K‡i‡Q| evsjv‡`k miKvi Ges ciivóÖ gš¿Yvj‡qi 
`…p mg_©‡b Ges dviæK †mvenv‡bi mn‡hvwMZvq 
(eZ©gv‡b wZwb mvg`vbx AvU© dvD‡Ûkvb Gi †evW© 
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months to go until the Dhaka opening of the 
Asian Art Biennale, only three countries had 
agreed to participate in the platform. Jahangir 
networked with his fellow artists in Fukuoka, 
who through a form of radical generosity, agreed 
to initiate their countries’ participation outside 
of diplomatic channels. These networks forged 
in Fukuoka were pivotal to the success of the 
Asian Art Biennale under Jahangir’s leadership; 
seminal figures from South and Southeast Asia 
such as Raymundo Albano (Philippines), Redza 
Piyadasa (Malaysia), Mochtar Apin (Indonesia), 
and Lain Singh Bangdel (Nepal) lent their 
talent as organizers to bring the best of their 
country’s artists into the fold of the Asian Art 
Biennale in Bangladesh, and the total number 
of participating countries rose to 14. This speaks 
to the energy, drive, and gumption present 
among artist communities at the time to set 
up their own alignments outside of traditional 
and often colonial channels. We are pleased to 
show photographs reprinted from the archive of 
the Fukuoka Asian Art Museum chronicling the 
beginnings of these friendships that forged inter-
Asia solidarity extending into Bangladesh. The 
Asian Art Biennale is the oldest continuously-
held biennale of Contemporary Art in Asia; 
however it has not retained the Asian mandate, 
artist-centric nature, nor the non-aligned spirit of 
the early editions pioneered by Jahangir.

The Asian Art Biennale in Context at DAS 2018 
presents all of the 27 works of Bangladeshi 
art that the Bangladesh Shilpakala Academy 
collected out of the first four Asian Art Biennales 
under Jahangir’s leadership (he retired soon 
after the 5th edition). We are grateful to the 
Bangladesh Shilpakala Academy for giving us 
access to their archive and allowing us to exhibit 
their works which are normally found in storage 
in this condition. We have organised lectures 
and workshops on art conservation, forensic 

†Pqvig¨vb) 1981 i Rvbzqvwi‡Z D‡Øvabxi w`‡bB 
GB evB‡qbv‡ji mvd‡j¨i wbwðwZ cÖZxqgvb n‡q 
D‡VwQj|

1980Õi b‡f¤^‡i hLb ˆmq` Rvnv½xi dzKzIKv‡Z 
wd‡i hvb, XvKvq Gwkqvb AvU© evB‡qbvj D‡Øva‡bi 
ZLb Avi `yB gvm evwK, A_P gvÎ wZbwU †`k GB 
bZzb cø¨vUdg©wU‡Z Ask wb‡Z ivwR  n‡q‡Q ZZw`‡b| 
Rvnv½xi dzKzIKv‡Z Zvi mnKg©x wkíx‡`i mv‡_ 
†hvMv‡hvM K‡ib, Zviv ZLb K‚U‰bwZK P¨v‡b‡ji 
evB‡i wM‡q, GKiKg †gŠwjK D`viZvi cwiPq 
w`‡q, Zv‡`i †`k¸wji AskMÖnY wbwðZ Ki‡Z 
ivwR nb| dzKzIKv‡Z ZLb  M‡o IVv wkíx‡`i GB 
†bUIqvK©wU wQj ‰mq` Rvnv½x‡ii †bZ…‡Z¡ Gwkqvb 
AvU© evB‡qbv‡ji mvd‡j¨i PvweKvwV| `w¶Yc‚e© 
Gwkqvi AZ¨šÍ ¸iæZ¡c~Y© wkíxiv - †hgb †igy‡Ûv 
Avjvev‡bv (wdwjcvBbm), †iWwRqv wcqv`vmv 
(gvj‡qwkqvi), †gvLZvi Avwcb (B‡›`v‡bwkqv) Ges 
†jb wms evs‡Wj (‡bcvj) ZLb Av‡qvR‡Ki KvR 
K‡ib Zv‡`i †`kxq wkíx‡`i †mivwU †hb evsjv`‡ki 
Gwkqvb AvU© evB‡qbv‡j Dcw¯’Z Kiv hvq Zvi Rb¨| 
MZvbyMwZK Ges Jcwb‡ewkK P¨v‡b‡ji evB‡i ‡h‡q 
wbR¯^ Aw¯ÍZ¡ m…wó‡Z ZrKvwjb wkíx m¤cÖ`v‡qi gv‡S 
kw³, Zvobv Ges A`g¨ Aa¨emv‡qi ‡h Dcw¯’wZ wQj 
Zv cÖKvk K‡i GB D‡`¨vM| Avgiv dzKzIKv Gwkqvb 
AvU© wgDwRqv‡gi AvK©vBf †_‡K czbtcÖKvk Kiv 
d‡Uv¸wj cÖ`k©b Ki‡Z †c‡i Avbw›`Z| µgcÖKvkK 
GB Qwe¸‡jv ‡mB eÜz‡Z¡i m‚PbvKvj eb©bv K‡i hv 
AvšÍt-Gwkq msnwZ m…wó K‡i evsjv‡`‡k cÖmvi jvf 
K‡i‡Q| 

1991 mv‡j cÂg ms¯‹i‡Yi ci ˆmq` Rvnv½xi 
c`Z¨vM K‡ib; Zvi c~‡e© Av‡qvwRZ cÖ_g PviwU 
Gwkqvb AvU© evB‡qbvj †_‡K evsjv‡`k wkíKjv 
GKv‡Wwg KZ©„K msM…nxZ evsjv‡`wk wkíx‡`i 27wU 
KvR Gevi `¨v Gwkqvb we‡qbvj Bb Kb‡U·U 
Dc¯’vcb Ki‡Q XvKv AvU© mvwgU 2018-‡Z| msMÖn 
KwgwU MwVZ n‡qwQj GKv‡Wwgi wmwbqi wkíx‡`i 
wb‡q, djZ GB 27wU Kv‡Ri AwaKvskB Zv‡`i 
Kiv wQj, hviv GB wm‡÷‡gi Ask wQ‡jb| GB 
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art history, and exhibition histories in hopes of 
catalyzing needed attention to this important 
institution and its formative role in building 
South Asian art history. 

The acquisition committee of the Bangladesh 
Shilpakala Academy was made up of a group 
of senior artists who were part of Bangladesh’s 
establishment, and therefore most of these 
27 works were made by artists who were also 
teachers within art academies of Bangladesh 
at the time.  With this in mind, the selection 
of works is not indicative of the spirit of the 
Bangladeshi participation as a whole at these 
Asian Art Biennales, with the exception of SM 
Sultan, Ratan Majumdar, Nurun Nahar Papa, 
Pramesh Kumar Mondol, and Rasha (whose 1983 
sculpture Life II exhibited here won the Grand 
Prize in the Second Asian Art Biennale), most 
of whom led more bohemian existences, often 
operating outside of established art circles. 

Rattan Majumdar’s work leaped out among the 
28 artists exhibiting at the First Fukuoka Asian 
Art Show Part II. He was only 26 years old at the 
time, and also exhibited his melancholic prints 
at the Whitechapel Gallery that same year, and 
in Dresden two years earlier in the exhibition 
organised by Jahangir. Notably absent from 
the contemporary art scene of Dhaka today, 
Majumdar has an incredible archive chronicling 
his early days as an emerging Bangladesh 
artist supported by the Bangladesh Shilpakala 
Academy which we are pleased to show in this 
exhibition. 

Piecing together the narratives from the catalogue 
essays of the first four Asian Art Biennales, it 
became apparent that works by international 
artists at the early Asian Art Biennales were 
donated to the National Art Gallery collection, 
including the entire Philippine pavilion of 1983 

†cÖÿvc‡U, wbe©vwPZ KvR¸wj Gwkqvb AvU© evB‡qbvj 
mvgwMÖKfv‡e evsjv‡`wk wkíx‡`i Kv‡Ri AšÍivZ¥vi 
wb‡`©kK nqwb, wKQz e¨wZµg Qvov: †hgb Gm Gg 
mzjZvb, iZb gRzg`vi, b~iƒb bvnvi cvcv, ivkv, 
Ges cÖ‡gk Kzgvi gÐj wQ‡jb Ab¨iKg Dbviv †ewki 
fvMB QbœQvov cÖ_vwe‡ivax Rxeb hvcb K‡i †M‡Qb|
dv÷© dzKzIKv Gwkqvb AvU© †kv, cvU© 2-G cÖ`wk©Z 
28 wkíx‡`i g‡a¨ iZb gRzg`v‡ii KvR wQj 
me‡P‡q Avjv`v I D‡jøL‡hvM¨| †m mgq Zvi eqm 
wQj gvÎ 26 eQi| GKB eQi wZwb †nvqvBU P¨v‡cj 
M¨vjvwi‡Z wbtm½/`ytLx †gRv‡Ri wKQz QvcwPÎ cÖ`k©b 
K‡ib| Gi `yB eQi Av‡M †WÖm‡W‡bi cÖ`k©bx‡Z Zvi 
KvR cÖ`k©xZ nq, GB †jLvq c~‡e© D‡jøL Kiv n‡q‡Q 
cÖ`k©bxwU m¤ú‡K©| iZb gRzg`vi, XvKvi eZ©gv‡bi 
wkí Kg©KvÛ †_‡K D‡jøL‡hvM¨fv‡e Abycw¯’Z| 
evsjv‡`‡ki wkíKjv GKv‡Wwgi mnvqZvq GKRb 
D`xqgvb evsjv‡`wk wkíx wnmv‡e DÌv‡bi cÖ_g 
w`b¸‡jvi µgcÖKvkK GKwU Amvavib AvK©vBf 
wQj iZb gRzg`v‡ii KvR hv Avgiv GB cÖ`k©bx‡Z 
†`Lv‡Z †c‡i Avbw›`Z| 1981 I 1989 mv‡j 
evsjv‡`k wkíKjv GKv‡Wwg msM…nxZ wWfvB‡WW 
†mvmvBwU kxl©K `ywU KvR QvovI 1979 mv‡j RvZxq 
wkí cÖ`k©bx †_‡K RvZxq cyi¯‹vi-weRqx KvR †cøRvi 
Bb bywWwU cÖ`k©b KiwQ Avgiv, hv evsjv‡`k wkíKjv 
GKv‡Wwg †mB mgq ‡h ai‡bi KvR mg_©b K‡iwQj 
Zvi `wjj| GwU nq‡Zv A‡b‡Ki Kv‡QB eZ©gvb 
†cÖ¶vc‡U ˆecøweK e‡j we‡ewPZ n‡Z cv‡i|

cÖ_g PviwU Gwkqvb AvU© we‡qbvj Gi cÖKvkbvi 
cÖeÜ¸wji eb©bv GKxf‚Z K‡i GUv ¯úó n‡q I‡V 
†h ïiæi w`‡Ki cÖ`k©wb¸‡jv‡Z Kiv AvšÍR©vwZK 
wkíx‡`i KvR¸‡jv b¨vkbvj AvU© M¨vjvixi msMÖ‡n 
`vb Kiv n‡qwQj| †igy‡Ûv Avjvev‡bvi ˆZwi 
1983Õi m¤ú‚Y© wdwjcvBb c¨vwfwjqb Gi KvR 
wQj GB `vb Kiv Kv‡Ri Ask| GK eQ‡iiI †ewk 
mgq msMÖnkvjvq GB KvR¸‡jv †LvuRvi ci, Avgiv 
czi¯‹vicÖvß wdwjwc‡bv wcÖ›U‡gKvi †ivgz‡jv Ijv‡Rvi 
Kv‡Vi †Kvjv‡Ri Ici Kiv 5 wU wcÖ›U Dc¯’vcb 
Ki‡Z †c‡i Avbw›`Z, wZwb GB KvR 1980 mv‡j 
dv÷© dzKzIKv Gwkqvb AvU© †kv cvU© 2 †ZI cÖ`k©b 
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curated by Raymundo Albano. After over a year 
of searching for these work in the collection 
storage, we are pleased to present 5 prints on 
wood collage by the award-winning Filipino 
printmaker Romulo Olazo, who also exhibited in 
the First Fukuoka Asian Art Show Part II in 1980. 
We also present one panel of a 1980 triptych 
An Afternoon for Bangladesh, 1980 painted by 
Filipino artist Phyllis Zaballero, who met Jahangir 
in Fukuoka one month before painting this work 
specifically for the exhibition at the invitation of 
Albano, knowing that it would be a donation. I 
interviewed Zaballero in her Manila studio and 
archive, and we present a view into the history 
behind this work and hope that the other two 
panels will soon be found. Interestingly, while 
the work was created in preparation for the first 
Asian Art Biennale in 1981, the Philippines did 
not exhibit a pavilion until 1983, and Zaballero’s 
work was not exhibited until 1986 in the third 
edition of the biennale, organised after Albano’s 
death, via the Cultural Center of the Philippines. 

This exhibition seeks to to highlight the collection 
within the Shilpakala Academy building that 
hosts the Dhaka Art Summit, pointing to a 
period of early innovation within the institution 
under Jahangir’s leadership in the early stages 
of Bangladesh’s nation building process. These 
works are a time capsule into how Bangladesh 
wanted to preserve and communicate its artistic 
legacy for future generations at the early stages 
of the government’s collection building process. 
Many of the works collected from the early Asian 
Art Biennales show the influence of abstraction 
encountered during the artists’ studies and 
travels abroad, while others draw inspiration 
from the power and poetry of village culture. 
Rashid Choudhury and Safiuddin Ahmed meld 
these two camps together in their works Sonavan 
(1979) and Fishing Net (1979) exhibited here – and 
both artists also are part of the Fukuoka Asian 

K‡iwQ‡jb| Avgiv GQvovI wdwjwc‡bv wkíx wdwjm 
Rvev‡jø‡ivi 1980 mv‡j wPwÎZ wZbLÛ wewkó 
wkíKg© A¨vb AvdUvibzb di evsjv‡`k Gi GKwU 
c¨v‡bj cÖ`k©b Kwi| wdwjm Rvev‡jø‡iv ivBgz‡Ûv 
Avjvev‡bvi Avgš¿‡Y we‡klfv‡e cÖ`k©bxi Rb¨ QwewU 
Avu‡Kb; ZLbB wZwb Rvb‡Zb †h GwU `vb Kiv n‡e, 
hvi GKgvm Av‡M dzKzIKv‡Z ‰mq` Rvnv½x‡ii mv‡_ 
Zvi mv¶vZ n‡qwQj| Rvev‡jø‡ivi g¨vwbjv ÷zwWI 
Ges AvK©vB‡f Avwg m¤úªwZ Zvi mv¶vZ&Kvi wbB 
Ges Avgiv GB Kv‡Ri †cQ‡bi BwZnvm‡K D`&NvUb 
Kwi| Avgiv Avkv Kwi †h AviI `zwU c¨v‡bj kxNÖB 
Lyu‡R cvIqv hv‡e| gRvi welq nj, 1981 mv‡j 
cÖ_g Gwkqvb AvU© we‡qbv‡ji Rb¨ GB KvRwU cÖ¯ÍzZ 
Kiv n‡qwQj, wKš‘ 1983 mvj Gi wØZxq ms¯‹iY 
ch©šÍ wdwjcvBb Gi ‡Kv‡bv c¨vwfwjqb Ask †bqwb 
GLv‡b| ‡klch©šÍ Rvev‡jø‡ivi GB KvRwU 1986 
mv‡j cÖ`wk©Z nq Avj‡e‡bvi g„Z¨i ci wdwjcvBb 
KvjPvivj †m›Uvi Gi gva¨‡g we‡qbv‡ji Z…Zxq 
ms¯‹i‡Y|

GB cÖ`k©bxi D‡Ïk¨ evsjv‡`‡ki wkíKjv GKv‡Wwg 
fe‡b Aew¯’Z msMÖn‡K Zz‡j aiv, ‡hB ¯’v‡b XvKv 
AvU© mvwgU Av‡qvwRZ n‡q _v‡K Ges Gi gva¨‡g 
evsjv‡`‡ki RvwZ MVbKv‡ji cÖv_wgK w`b¸‡jv‡Z 
‰mq` Rvnv½x‡ii †bZ…Z¡vaxb wkíKjv GKv‡Wwgi 
myeY© hy‡Mi cÖwZ w`K wb‡`©k Kiv| cÖ`k©bxwU 
Gwkqv Ry‡o wkíx‡`i mg„× †bUIqvK©¸wji g‡a¨ 
evsjv‡`‡ki f‚wgKvi wbiew”Qbœ AbymÜv‡bi LÐK_v 
cÖ`k©b K‡i| Giv Jcwb‡ewkK `„óv‡šÍi evB‡i ˆkwíK 
wewbg‡qi ¯’vb ˆZwii †Póv K‡iwQj Ges ¯’vbxqfv‡e 
kw³kvjx I cÖvmw½K cÖwZôvb M‡o ‡Zvjvi †Póv 
K‡iwQj (‡hgb wkíKjv GKv‡Wwgi Rvnv½xi Ges 
wdwjcvBb KvjPvivj ‡m›Uv‡ii A¨vjev‡bv)| Gwkqvb 
AvU© we‡qbv‡ji Amvavib ci¤úiv †_‡K XvKv AvU© 
mvwgU DcK…Z n‡q‡Q| Gwkqvi Ab¨vb¨ mnKg©x‡`i 
mn‡hvwMZvq Avgiv cÖvwZôvwbK BwZnvm wb‡q GB 
M‡elYvwU Ae¨vnZ ivL‡Z PvB Ggb GKUv ¸iæZ¡c~Y© 
mg‡q hLb GB M‡íi wewfbœ cvÎ-cvwÎiv GLbI 
mwµq Av‡Qb| ‰mq` Rvnv½xi I Zvi mn‡hvMxiv GB 
we‡kl we‡qbv‡ji gva¨‡g evsjv‡`‡ki ZiæY wkíx‡`i 
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Art Museum’s collection.  

The exhibition also presents fragments of 
research that are part of a continuing inquiry into 
Bangladesh’s role within a rich network of artists 
across Asia who were trying to build a space for 
artistic exchange outside of colonial paradigms 
and build strong and relevant institutions in 
their local contexts (such as Jahangir with 
the Shilpakala Academy, and Albano with the 
Cultural Centre of the Philippines). Dhaka Art 
Summit benefits from the incredible legacy of 
the Asian Art Biennale, and we look forward to 
continuing this research into this institutional 
history with other colleagues across Asia at a key 
moment in time when several of the protagonists 
of this story are still active.  Young artists of 
Bangladesh today benefit from the international 
exposure that Jahangir and his collaborators 
created for them via this special biennale that 
inspired the thinking of their teachers.  As 
beneficiaries of this legacy, we hope Dhaka 
Art Summit can spark a new era of inter-Asia 
exchange for this generation of artists who are 
part of the Samdani Art Award. The role of 
Dhaka Art Summit is not only to commission and 
support the development of emerging artists 
from the region, but also to trace and chronicle 
the legacy of Bangladesh’s previous generation 
of engagement with collecting and forging links 
within Asia and beyond. 

Traces of the Asian Art Biennale can be found 
elsewhere in DAS, and this biennale is certainly 
among the “gifts of the inferno” alluded to in 
Bearing Point 2. The inaugural panel in DAS’s 
auditorium talks programme, Another Asia, 
features Syed Jahangir who will speak about his 
experience setting up the biennale. Jack Garrity 
of the Pacita Abad estate will discuss this 
pioneering Filipino Artist who exhibited in the 
3rd Asian Art Biennale and who also donated 

Rb¨ AvšÍR©vwZK A½‡bi †hvMv‡hv‡Mi my‡hvM ˆZwi 
K‡i‡Qb Zvi †_‡K AvR Zviv DcK…Z n‡”Q|

GB mvwg‡Ui wewfbœ RvqMvq Gwkqvb AvU© we‡qbv‡ji 
†Qvuqv cvIqv hv‡e Ges w`K wb‡`©kK 2-G D‡jøwLZ 
ÒwMdU Ad `¨ Bbdv‡b©vÓ -Gi gv‡SI i‡q‡Q GB 
we‡qbvj| XvKv AvU© mvwg‡Ui AwW‡Uvwiqvg UK 
Abyôv‡bi D‡Øvabx c¨v‡bj Gbv`vi Gwkqv- ‡Z 
ˆmq` Rvnv½xi wØZxq we‡qbvj Av‡qvRb Kivi 
AwfÁZv mvevi mvg‡b Dc¯’vcb Ki‡eb| cvwmZv 
Avev` G‡÷‡Ui R¨vK M¨vwiwU 3q Gwkqvb AvU© 
we‡qbv‡j cÖ`wk©Z AMÖR GB wdwjwc‡bv AvwU©÷‡K 
wb‡q Av‡jvPbv Ki‡eb Ges Rybxi wKewiqv Zvi 
evev †gvt wKewiqv-‡K (cø¨v‡bUvwi cø¨vwbsÕ GI GwU 
i‡q‡Q) wb‡q eûRvwZK ˆkwíK Ges AviwK‡UKPvivj 
PP©vi GKwU c¨v‡b‡j ej‡eb †hLv‡b evsjv‡`k‡K 
AšÍf©z³ Kiv n‡q‡Q| Gwkqvb AvU© we‡qbvj, 
1993-†Z cÖ`wk©Z knx` mv¾v‡`i ü`q Qzu‡q †`qv 
‡nv‡÷R wmwiR w`K wb‡`©kK 4 G ¯’vb †c‡q‡Q| 
Òd‡iwÝK AvU© wn‡÷vwiÓGi Dci GKwU IqvK©kc 
BwZnvm‡eËv‡`i‡K evsjv‡`wk wPÎwkí BwZnv‡mi 
AviI Mfxi ch©šÍ AbymÜv‡b hvIqvi Rb¨ Dcvq 
K‡i w`‡e, Ges wWm‡cøh Ad B›Uvib¨vkbvwjRg 
wm‡¤úvwRqv‡gi gva¨‡g ¯‹jvim DB‡KÛ-G Gwkqvb 
AvU© we‡qbv‡ji D‡jøwLZ n‡e|
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works to the Shilpakala Academy collection. 
Juneer Kibria will discuss his father Mohammad 

Kibria (also present in Planetary Planning, page 

257) in a panel about transnational artistic and 
architectural practices that included Bangladesh. 
Bearing Point 4 includes the provocative 
Hostage series of Shahid Sajjad (page 105) which 
exhibited in the 6th Asian Art Biennale in 1993. 
A workshop on “forensic art history”(page 433) 
will give local Bangladeshi art historians tools to 
further their own inquiries into this fascinating 
period of Bangladeshi art history, and the Asian 
Art Biennale will also be addressed in the 
Scholar’s Weekend via the symposium Displays 
of Internationalism (page 456). 

This presentation would not have been possible 
without the following individuals and institutions 
who supported us with time, access, and 
encouragement:

Asian Art Biennale 
Bangladesh Shilpakala Academy
Liaquat Ali Lucky
Md. Muniruzzaman
Md. Moniruzzaman Mir
S. M. Mizanur Rahman 
Syed Jahangir 
Fukuoka Asian Art Museum
Raiji Kuroda
Rina Igarashi
Yasunaga Koichi
Marga Villanueva
Patrick Flores
Phyllis Zaballero
Rattanamol Singh Johal
Ratan Mojumdar
Contemporary and Modern Art Perspectives 
(C-MAP), MoMA
Will Smith

Avgv‡`i‡K g~j¨evb mgq, AbygywZ, Ges Drmvn 
w`‡q mn‡hvwMZv K‡i‡Qb A‡b‡K Ges GB cÖ`k©bx 
Gme e¨w³ Ges cÖwZôv‡bi mwµq mn‡hvMxZv Qvov 
Av‡qvRb Kiv m¤¢e n‡Zv bvt

dzKzIKv Gwkqvb AvU© wgDwRqvg
ivBwR KziI`v
wibv BMvivwk
‰mq` Rvnv½xi
BqvmybvMv ‡KvBwP
c¨vwUÖK †d¬v‡im
iZb‡gvnb wms ‡Rvnvj
iZb gRzg`vi
gviMv wfjøvbz‡qfv
wkíKjv msMÖnkvjvi Kg©xiv
wdwjm Rvev‡jø‡iv
wjqvKZ Avjx jvwK 
evsjv‡`k wkíKjv GKv‡Wwg 
Gwkqvb AvU© we‡qbvj
DBj w¯§_, AvU© Bb Av‡gwiKv 
‡gv: gywbiæ¾vgvb
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NITUN KUNDU
(B. 1935, Dinajpur district, Bengal Presidency, 

British India- D. 2006, Dhaka, Bangladesh) 

Nitun Kundu was a painter, sculptor and an 

entrepreneur, notable for his public sculpture 

Shabash Bangladesh, a tribute to the fallen 

freedom fighters of the Mukti Bahini, based in 

Rajshahi University, Bangladesh. Besides being 

an artist, he was actively involved in the liberation 

war of Bangladesh, working at the public relations 

department of the Bangladesh Government-in-

Exile at Mujibnagar. He graduated from Dhaka 

Art College in 1959. Kundu founded the furniture 

company Otobi in 1975, which quickly grew to 

become one of the most prominent furniture 

companies in Bangladesh. He was awarded the 

Ekushey Padak in 1997.

wbZzb KzÐz
(Rb¥: 1935, w`bvRcyi, evsjv cÖ‡`k, weªwUk BwÛqv; g„Zy¨: 
2006, XvKv, evsjv‡`k)
wbZzb KzÐz wQ‡jb GKRb wPÎwkíx, fv¯‹i I D‡`¨v³v; whwb 
ivRkvnx wek¦we`¨vj‡q knx` gyw³‡hv×v‡`i cÖwZ kÖ×vN©¨ 
wn‡m‡e Zvui wbwg©Z Ômvevm evsjv‡`kÕ fv¯‹h©wUi Rb¨ 
mycwiwPZ| GKRb wPÎwkíx nIqvi cvkvcvwk wZwb evs-
jv‡`‡ki ¯^vaxbZv hy‡× mwµqfv‡e AskMÖnY K‡ib Ges 
gywRebM‡i ZrKvjxb A¯’vqx miKv‡ii ÔRbm¤úK©Õ wefv‡M 
KvR K‡ib| wZwb XvKv AvU© K‡jR †_‡K 1959 mv‡j 
mœvZK cvk K‡ib| evsjv‡`‡ki dvwY©Pvi †Kv¤úvbx¸‡jvi 
g‡a¨ Ab¨Zg ÔAUexÕ dvwY©Pvi †Kv¤úvwbwU Zvui nvZ a‡iB 
1975 mv‡j cÖwZôv jvf K‡i| 1997 mv‡j wZwb ÔGKz‡k 
c`KÕ cvb|

Asian Artists Exhibition Symposium: “What must be done for the future of Asian tradition and art which have been changed under 

the influence of Western art?”, 1980. Courtesy of the Fukuoka Asian Art Museum. 
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MOHAMMAD KIBRIA
(b. 1929 in Birbhum, British India; d. 2011 in Dhaka, 

Bangladesh) 

Modammad Kibria was a painter who was 

a significant figure in the development of 

Bangladeshi modernism. He graduated from the 

Government College of Arts and Craft, Calcutta 

in 1950, and studied at the Tokyo University of 

Arts from 1959-62. He taught at the Faculty of 

Fine Arts, University of Dhaka from 1952. Solo 

exhibitions of his work include those at the Josep 

Broz Tito Art Gallery, Titograde, Yugoslavia (1986); 

the Bangladesh Shilpakala Academy, Dhaka 

(1981); Bijutsu Shuppansha, Tokyo, Japan (1963), 

and he has exhibited his work at the 1st, 2nd, 3rd, 

6th, 7th, 10th and 11th Asian Art Biennale, Dhaka 

(1981-03); Biennale of Graphic Art, Ljubljana, 

Yugoslavia (1983, 1986); the Third, Fourth and 

Sixth Triennale of India (1975, 1978); the 15th Sao 

Paolo Biennale, Sao Paolo, Brazil (1979). His work 

is included in the collections of the Bangladesh 

National Museum, and National Art Gallery 

among others. He was awarded Ekushey Padak 

in 1983 and Independence Day Award in 1999 by 

the Government of Bangladesh.

QAYYUM CHOWDHURY
(B. 1932, Feni, Bengal Presidency, British India- D. 

2014, Dhaka, Bangladesh)

Qayyum Chowdhury was one of the most 

important of the second generation of 

Bangladeshi artists. Nature is a key subject in 

his stylized, abstract paintings. He was also 

well-known for his illustrations which were 

published in major newspapers and magazines 

and as book covers. Chowdhury also designed 

several Bangladeshi currency notes. He taught 

at the Dhaka Art College from 1965 to 2002. 

Chowdhury participated in the 4th (1978) and 

the 6th (1986) Triennales of India, New Delhi; the 

‡gvnv¤§` wKewiqv
(Rb¥: 1929, exif‚g, weªwUk BwÛqv; g„Zy¨: 2011, XvKv, 
evsjv‡`k)
†gvnv¤§` wKewiqv wQ‡jb GKRb wewkó wPÎwkíx whwb evs-
jv‡`kx AvaywbKZvev‡`i weKv‡ki †¶‡Î Ab¨Zg ¸iæZ¡c~Y© 
e¨w³Z¡| wZwb 1950 mv‡j KjKvZvi Mf‡g©›U K‡jR Ad 
AvU©m GÛ µvdUm †_‡K mœvZK cvk K‡ib Ges †UvwKI 
BDwbfvwm©wU Ad AvU©‡m (1959-62)cov‡kvbv K‡ib| 
1952 mvj †_‡K wZwb XvKv BDwbfvwm©wUi PviæKjv 
Abyl‡` wk¶KZv ïiæ K‡ib| Zvui GKK cÖ`k©bxi †fZi 
i‡q‡Q †hv‡md ‡eÖvR wU‡Uv AvU© M¨vjvix; wU‡Uv‡MÖW; 
hz‡Mv¯øvwfqv (1986); evsjv‡`k wkíKjv GKv‡Wwg; 
XvKv (1981); weRzZz ïàvbkv; †UvwKI: Rvcvb (1963); 
GQvovI 1g, 2q, 3q, 6ô, 7g, 10g Ges 11Zg Gwkqvb 
AvU© we‡qbv‡j;XvKv (1981-03), we‡qbv‡j Ad MÖvwdK 
AvU©, jyweqvbv, hz‡Mv¯øvwfqv (1983, 1986); 3q, 4_© 
I 6ô wUª‡qbv‡j Ad BwÛqv (1975, 1978); 15Zg 
mvI cvI‡jv we‡qbv‡j; mvI cvI‡jv; eªvwRj ( 1979) 
†Z wewfbœ KvR cÖ`wk©Z nq| evsjv‡`k RvZxq Rv`zNi I 
b¨vkbvj AvU© M¨vjvix‡ZI Zvui KvR msiw¶Z i‡q‡Q| 
wZwb 1983 mv‡j GKz‡k c`K I 1999 mv‡j evsjv‡`k 
miKvi KZ…©K ¯^vaxbZv w`em c`‡K f‚wlZ nb|

KvBqyg †PŠayix
(Rb¥: 1932, ‡dbx, evsjv cÖ‡`k, weÖwUk BwÛqv; g„Zy¨: 
2014, XvKv, evsjv‡`k)
wØZxq cÖR‡b¥i ¸iæZ¡c~Y© evsjv‡`kx wkíx‡`i g‡a¨ KvBqyg 
†PŠayix wQ‡jb Ab¨Zg| Zuvi ˆkwíK, weg~Z© wPÎK‡g©i g~j 
DcRxe¨ welq wQj cÖK…wZ| ZvQvov eB‡qi cÖ”Q` AsKb I 
wewfbœ cÎ-cwÎKv, g¨vMvwR‡b Qvcv Zvi Kiv Bjv‡÷k-
b¸‡jvi Rb¨ wZwb mycwiwPZ| evsjv‡`‡ki wewfbœ gy`Öv I 
†bv‡Ui bKkvI K‡ib wZwb | KvBqyg †PŠayix 1965-2002 
mvj ch©šÍ XvKv AvU© K‡j‡R wk¶KZv K‡ib| wZwb 4_© 
(1978), 6ô (1986) wUª‡qbv‡j Ad BwÛqv; bZzb w`jøx, 
15Zg mvI cvI‡jv we‡qbv‡j (1979), `¨ Kb‡U‡¤úvivwi 
Gwkqvb †cBw›Us ‡dw÷f¨vj; dz‡KvIKv (1980), MÖvwdK 
AvU© we‡qbv‡j, e‡b©v, †P‡Kv‡¯øvfvwKqv (1982) †Z Ask-
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15th Sao Paolo Biennial (1979); the Contemporary 

Asian Painting Festival, Fukuoka (1980); Graphic 

Art Biennale, Brno, Czechoslovakia (1982) 

and has held solo exhibitions of his work at 

the Bengal Gallery of Fine Arts (2004); the 

Bangladesh Shilpakala Academy (1977), the 1st 

Graphic Design Exhibition, Tehran, Iran (1979). 

He was the chairman of the board of the Shilpa 

O Shilpi arts quarterly. Chowdhury was awarded 

the Ekushey Padak in 1984 and the Shilpakala 

Academy Award in 1977. He has also been the 

recipient of the Imperial Court Prize, Tehran 

Biennale in 1966 and the First Prize in the All 

Pakistan Art Exhibition, Lahore in 1962.

RASHID CHOUDHURY
(b. 1932 in Faridpur, British India; d. in 1986, in 

Dhaka, Bangladesh)

Rashid Choudhury was painter, sculptor, writer 

and translator, who was significant figure in 

Bangladeshi modernism. He is known for his 

idiomatic paintings on jute and tapestries, where 

he deftly fuses a Western modernist approach 

with local craft traditions. Choudhury studied 

at the Government Arts and Crafts College 

of Dhaka (1950-54), and later went to Madrid 

to study on a scholarship, where he studied 

at the Central Escuela des Belles Artes de 

San Fernando, (1956-57). In 1960, he obtained 

a French Government scholarship to study 

at Ecole National des Beaux Arts, Paris and 

at Julien Rivierra’s studio (1960-64) where he 

was influenced by the work of  Marc Chagall 

and Jean Lurcat. He has exhibited widely, 

both nationally and internationally, and his 

work has been included Contemporary Arts of 

Bangladesh, Calcutta, Mumbai and New Delhi 

(1974); the 5th Tehran Biennale (1966), and Nine 

East Pakistani Painters, Washington DC (1957) 

among other. He was awarded the Ekushey 

MÖnY K‡ib Ges †e½j M¨vjvix Ad dvBb AvU©m (2004), 
evsjv‡`k wkíKjv GKv‡Wwg (1977), `¨ dv÷© MÖvwdK 
wWRvBb Gw·wekb, †Znivb, Bivb (1979)-G Zvi GKK 
cÖ`k©bxmg~n AbywôZ n‡q‡Q| wZwb Ôwkí I wkíxÕ kxl©K 
GKwU ˆÎgvwmK wkí-cwÎKvi cwil‡`i mfvcwZ wQ‡jb| 
1984 mv‡j wZwb GKz‡k c`K I 1977 mv‡j wkíKjv 
GKv‡Wwg cyi®‹v‡i f‚wlZ nb| GQvovI wZwb 1966 mv‡ji 
†Znivb we‡qbv‡j‡Z ÔB‡¤úwiqvj ‡KvU© cªvBRÕ AR©b 
K‡ib I 1962 mv‡j jv‡nv‡i AbywôZ mgMª cvwK¯Ívb AvU© 
Gw·wek‡b cÖ_g cyi®‹vi jvf K‡ib | 

ikx` †PŠayix
(Rb¥: 1932, dwi`cyi, weªwUk BwÛqv; g„Zy¨: 1986, XvKv, 
evsjv‡`k)
ikx` †PŠazix wQ‡jb GKRb wPÎwkíx, fv¯‹i, †jLK 
I Abyev`K whwb evsjv‡`wk AvaywbKZvev‡`i ¸iæZ¡c~Y© 
e¨w³Z¡| wZwb cv‡Ui Dci Kiv ‡cBw›Us I U¨v‡cw÷ªmn 
Zuvi fvee¨vÄK ¸‡jvi Rb¨ mycwiwPZ, †hLv‡b wZwb AZ¨šÍ 
KzkjZvmnKv‡i †`kxq Kviæwk‡íi HwZn¨¸‡jvi mv‡_ 
cvðvZ¨ AvaywbKZvev`x ‰kjxi wg‡kj NUvb| ikx` †PŠayix 
XvKvi Mf‡g©›U AvU©m GÛ µvdUm K‡j‡R cov‡kvbv 
K‡ib Ges cieZ©x‡Z ¯‹jvikxc wb‡q gvw`Ö‡` cov‡kvbv 
Ki‡Z hvb, †hLv‡b wZwb ‡mš¿vj G¯‹z‡qjv †`m †e‡j‡qm 
Av‡Z©m †` mvb dvb©v‡›`v (‡m›Uªvj ¯‹zj Ae dvBb AvU©m 
Ae mvb dvb©v‡›`v)-‡Z Aa¨qb K‡ib (1956-57)| wZwb 
1960 mv‡j divmx miKv‡ii KZ©…K cÖ`Ë GKwU ¯‹jvi-
wkc cvb, hvi djkÖæwZ‡Z wZwb  B‡Kvj b¨vwmIbvj †` 
†e¨vRvi, cvwn (b¨vkbvj ¯‹zj Ae dvBb AvU©m, c¨vwim) 
G, Ges Rywjqvb wi‡fivÕi ÷zwW‡qv‡Z Aa¨q‡bi my‡hvM 
cvb (1960-64) Ges ‡mLv‡b wZwb gvK© kvMvj I wRb 
jvK¨©v‡Ui Kv‡Ri Øviv AbzcÖvwYZ nb| RvZxq I AvšÍR©vw-
ZK, Dfq †¶‡ÎB Zvui KvR e¨vcKfv‡e cÖ`wk©Z n‡q‡Q, 
Ges Kb‡U‡¤úvivwi AvU©m Ad evsjv‡`k, KjKvZv, gy¤^vB 
GÛ wbD w`jøx (1974), 5g †Znivb we‡qbv‡j (1966) I 
bvBb B÷ cvwK¯Ívwb ‡cB›Uvim, IqvwksUb wWwm (1957)-
G Zvui KvR cÖ`wk©Z n‡q‡Q | 1977 mv‡j wZwb GKz‡k 
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Padak in 1977. His work is in the collection of 

Tate (donated by Samdani Art Foundation) and 

the Samdani Art Foundation has announced 

a promised gift of one of his tapestries to the 

Metropolitan Museum of Art in New York. 

ABDUR RAZZAQUE
(b. 1932, in Shariatpur, Bengal Presidency; d. 

2005, in Dhaka, Bangladesh)

Abdur Razzaque was one of the pioneers of 

“abstract expressionism” in Bangladesh. He 

worked across a variety of media, including 

painting, sculpture and installation. Razzaque 

studied at the Art College in Dhaka, graduating 

in 1954, where he was a contemporary of Rashid 

Choudhury and Qayyum Chowdhury. He 

received a Fulbright Scholarship to study Fine 

Arts at the State University of Iowa, graduating in 

1956, where he continued as a research assistant 

till 1957. Upon his return to Bangladesh (then 

East Pakistan), he joined as a faculty member 

of the Institute of Fine Arts, Dhaka. Razzaque 

has participated in the Asian Art Show, Fukuoka 

Japan (1980); the 4th (1978) and 5th (1982) 

Triennales of India; Expo70, Tokyo, Japan (1970), 

and has held solo exhibitions of his work at the 

Bangladesh Shilpakala Academy (1978); Tehran, 

Ankara and Istanbul, as part of the CENTO 

Cultural Programme (1967) and in Bennington, 

USA (1952). He was awarded the Ekushey Padak 

in 1989.  

SAFIUDDIN AHMED
(b. 1922, Calcutta, British India; d. 2012, Dhaka, 

Bangladesh)

Safiuddin Ahmed was an artist who worked 

primarily in printmaking. His work incorporated 

influences from the folk forms of Bengal within 

a cubist idiom. While living in Calcutta, Ahmed 

regularly travelled to Dumka (in present day 

c`‡K f‚wlZ nb| Zuvi KvRmg~n jÛ‡bi ‡UU M¨vjvixi 
msMÖ‡n i‡q‡Q (mvg`vbx AvU© dvD‡Ûkb KZ©…K `vbK…Z) 
Ges Zuvi GKwU Uª¨v‡cw÷ª mvg`vbx AvU© dvD‡Ûkb cÖwZ-
kÖæZ Dcnvi wn‡m‡e wbD Bq‡K©i †g‡UªvcwjUb wgDwRqvg 
Ad AvU© †K cÖ`v‡bi ‡Nvlbv K‡i‡Q|  

Avãyi iv¾vK
(Rb¥: 1932, kixqZcyi, evsjv cÖ‡`k, weªwUk BwÛqv; 
g„Zy¨: 2005, XvKv, evsjv‡`k)
Avãyi iv¾vK wQ‡jb evsjv‡`†k ÒA¨ve÷ªv± G·‡cÖkw-
bRgÓGi cw_K…r‡`i g‡a¨ GKRb | wZwb wPÎKg©, fv¯‹h© 
Ges BÝU‡jk‡bi mn wewfbœ wgwWqvq KvR K‡i‡Qb| wZwb 
1954 mv‡j XvKv AvU© K‡jR †_‡K cvk K‡ib †hLv‡b 
wZwb KvBqyg †PŠayix I ikx` †PŠazixÕi mgmvgwqK wQ‡jb| 
wZwb Ô‡÷U BDwbfvwm©wU Ad AvBIqvÕ‡Z dzjeªvBU 
¯‹jviwkc wb‡q co‡Z hvb Ges 1956 mv‡j cvk K‡i 
†mLv‡b GKRb M‡elYv mnKvix wn‡m‡e 1957 mvj ch©šÍ 
KvR K‡ib| evsjv‡`‡k (ZrKvjxb c‚e© cvwK¯Ívb) †diZ 
Avmvi ci wZwb XvKvi PviæKjv BÝwUwUD‡U GKRb wkÿK 
wn‡m‡e †hvM`vb K‡ib| Avãyi iv¾vK Gwkqvb AvU© †kv, 
dz‡KvIKv Rvcvb (1980); 4_© (1978) I 5g (1982) 
wUª‡qbv‡j Ad BwÛqv; G·‡cv70, †UvwKI, Rvcvb-G 
AskMÖnY K‡ib Ges evsjv‡`k wkíKjv GKv‡Wwg 
(1978), CENTO mvs¯‹…wZK Abyôv‡bi Ask wn‡m‡e 
†Znivb, AvsKviv, B¯Ív¤^yj-G Ges †ewbsUb, BDGm 
(1952) G Zvui GKK cÖ`k©bx Av‡qvwRZ nq| 1989 
mv‡j wZwb GKz‡k c`‡K f‚wlZ nb|

mwdDwÏb Avn‡g`
(Rb¥: 1922, KjKvZv, weªwUk BwÛqv; g„Zy¨: 2012, XvKv, 
evsjv‡`k)
mwdDwÏb Avn‡g` GKRb wPÎwkíx, whwb cÖv_wgK-
fv‡e wcÖ›U‡gwKs wb‡q KvR Ki‡Zb| Zuvi KvR¸‡jv‡Z 
wKDwe÷ fveavivq evsjvi ‡jvKR d‡gi© cÖfve jÿ¨Yxq| 
KjKvZvq _vKvKv‡j wZwb cÖvqkB `ygKvq ( eZ©gvb 
SvoLÛ, fviZ) †eov‡Z †h‡Zb Ges †mLvbKvi muvIZvj 
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Jharkhand, India), where he spent time with the 

indigenous Santhal community; greatly taken 

by their way of life, these experiences had a 

significant impact in the development of his 

visual language. He studied at the Government 

College of Art, Calcutta, graduating in 1942 and 

subsequently travelled to London for advanced 

training in printmaking, enrolling at the Central 

School of Arts (now Central St. Martins) in 

1956. He has exhibited at the Fukuoka Asian 

Art Museum (1980); Contemporary Graphic 

Arts of Bangladesh, in Yugoslavia, Bulgaria and 

Poland (1977); 5th Tehran Biennale (1966); and 

the Exposition Internationale d’Art Moderne, 

Paris (1945), and has held a solo exhibition at 

the New Vision Centre Gallery at Marble Arch 

(1959). He was awarded Ekushey Padak in 1978 

and Independence Day Award in 1996 by the 

Government of Bangladesh.

ABDUS SATTAR 
(b. 1948 in Rajshahi, lives and works, Dhaka)

Abdus Sattar is an artist, who inspired by the 

legacy of Abanindranath Tagore and others, 

practiced an ‘oriental’ (East Asian) mode of 

painting, following a long tradition of eastward-

oriented modernism in Bengal. Sattar studied at 

the Kala Bhavan, in Santiniketan, between 1973-

75, before traveling to the United States on a 

Fulbright Scholarship to Georgetown University, 

Washington. During his time in Calcutta, Sattar 

also trained in printmaking under Somnath 

Hore. Sattar was the first student of the Oriental 

Art section of the Faculty of Fine Arts, Dhaka 

University, and, following his graduation in 1978, 

joined as teacher there. He participated in the 

12th International Biennial Exhibition of Prints in 

Tokyo (1977) and the 2nd Western Prints Biennial 

in Australia (1978) as well as the first Fukuoka 

Asian Art Show, Part II (1980). 

m¤cÖ`v‡qi mv‡_ mgq KvUv‡Zb| muvIZvj‡`i Rxebh-
vc‡bi aiY †_‡K ‡bqv GB AwfÁZvmg~‡ni cÖfve Zuvi 
wPÎK‡g©i fvlv MV‡b ¸iæZ¡c~Y© f~wgKv cvjb K‡i| wZwb 
KjKvZvi Mf‡g©›U K‡jR Ad AvU© ‡_‡K 1942 mv‡j 
cvk K‡i †ei nb| cieZ©x‡Z wcÖ›U‡gwKs Gi Ici D”PZi 
cÖwkÿ‡Yi Rb¨ 1956 mv‡j jÛ‡bi ‡m›Uªvj ¯‹zj Ad 
AvU©m (eZ©gvb †m›Uªvj ‡m›U gvwU©bm)-G hvb| dz‡KvIKv 
Gwkqvb AvU© wgDwRqvg (1980), hy‡Mv¯øvwfqv, eyj‡Mwiqv 
I ‡cvj¨v‡Û ÔKb‡U‡¤úvivwi MÖvwdK AvU©m Ad evsjv‡`kÕ 
(1977), 5g †Znivb we‡qbv‡j (1966) I B›Uvib¨vkbvj 
Ae gWvY© AvU©, c¨vwim (1945)G Zvui wPÎKg© cÖ`wk©Z 
nq| GQvovI gv‡e©j AvK©Õi wbD wfkb †m›Uvi M¨vjvix‡Z 
1959 mv‡j Zvui GKK cª`k©bx AbywôZ nq| 1978 mv‡j 
wZwb GKz‡k c`K jvf K‡ib| 1996 mv‡j evsjv‡`k 
miKvi Zv‡K ¯^vaxbZv w`em c`‡K f~wlZ K‡i|

Avãym mvËvi
(Rb¥: 1948, ivRkvnx; Kg©¯’j Ges Avevm: XvKv)
wPÎwkíx Avãym mvËvi Aebx›`ªbv_ VvKzi Ges Ab¨vb¨‡`i 
KvR Øviv AbycÖvwYZ n‡q‡Qb Ges evsjvq cÖvP¨gyLx Avay-
wbKZvev‡`i aviv AbymiY K‡i cÖvP¨Kjv (wPÎKjvi GKwU 
aib) wb‡q KvR K‡i‡Qb| wZwb kvwšÍwb‡KZ‡bi Kjvfe‡b 
1973-75 mvj ch©šÍ cov‡kvbv K‡ib Ges cieZ©x‡Z 
¯‹jviwkc wb‡q hy³iv‡óªi RR©UvDb BDwbfvwm©wU‡Z co‡Z 
hvb| KjKvZvq _vKvKv‡j wZwb †mvgbv_ ‡nv‡ii Aax‡b 
wcÖ›U‡gwKs Gi Ici cÖwkÿY †bb| wZwb wQ‡jb XvKv 
wek¦we`¨vj‡qi PviæKjv Abyl‡`i Iwi‡q›Uvj(cÖvP¨Kjv) 
wefv‡Mi cÖ_g QvÎ, Ges 1978 mv‡j Mª¨vRy‡qk‡bi 
ci H wefv‡MB wZwb wk¶K wn‡m‡e ‡hvM`vb K‡ib| 
Avãym mvËvi †UvwKI‡Z 12Zg B›Uvib¨vkbvj we‡qwbqvj 
Gw·wekb Ad wcÖ›Um (1977), A‡÷ªwjqvq 2q I‡q÷vb© 
wcÖ›Um we‡qwbqvj (1978) Ges 1g dz‡KvIKv Gwkqvb 
AvU© †kv, cvU© Uz (1980) †Z AskMÖnY K‡ib|



520

AMINUL ISLAM
(b. 1931, Tetia, Bengal Presidency, British India, d. 

2011, Dhaka, Bangladesh)

Aminul Islam was an artist, who was actively 

involved in the leftist politics of Bangladesh, and 

whose work merged the realism of his mentor 

Zainul Abedin with a more expressive cubist 

style. Islam had travelled to Calcutta to enroll 

at the College of Art there; however, a meeting 

with Abedin convinced him to return to Dhaka 

and he graduated in the first batch of students 

of the College of Art, Dhaka  (now known as the 

Faculty of Fine Arts, University of Dhaka) in 1948. 

He then went on to study at the Academy of Fine 

Arts on Florence, form 1953-1956.  Islam was part 

of the leadership of a left-leaning cultural and 

social forum called Progoti Lekhok Shilpi Samiti 

that published magazines, journals and poetry 

books. Islam also served as the principal of the 

Bangladesh College of Arts and Crafts from 1978 

to 1983. He has exhibited his work at the Triennial 

of India, the Sao Paolo Biennale and the Tehran 

Biennale, among others, and has held numerous 

solo shows in Dhaka, including a retrospective in 

1974. He received the highest state award given 

by Bangladesh, the Independence Day Award in 

1988 and Ekushey Padak in 1981.

HAMIDUZZAMAN KHAN 
(b.1946, Kishoreganj, Bangladesh, lives and 

works, Dhaka, Bangladesh)

Hamiduzzaman Khan is one of Bangladesh’s most 

renowned sculptors, who worked in a variety of 

media, including marble and metal to develop 

his language of abstraction. He is noted for his 

large scale public sculptures, found in the city of 

Dhaka and across Bangladesh. Khan earned his 

BFA from the College of Art, Dhaka (presently 

the Faculty of Fine Arts, University of Dhaka) in 

Avwgbyj Bmjvg
(Rb¥: 1931, †UwUqv, evsjv cÖ‡`k, weªwUk BwÛqv; g„Zy¨: 
2011, XvKv, evsjv‡`k)
wkíx Avwgbzj Bmjvg wQ‡jb evsjv‡`‡ki evgúš’x ivRbx-
wZi GKRb mwµq m`m¨| Zuvi Kv‡RI Zuvi civgk©`vZv 
Rqbyj Av‡ew`‡bi gZ wi‡qwjRg j¶¨bxq, Av‡iv ¯úó 
ÔwKDwe÷Õ ‰kjx‡Z| wZwb KjKvZv AvU© K‡j‡R fwZ© 
n‡Z PvB‡jI Rqbyj Av‡ew`‡bi mv‡_ GK ˆeV‡Ki ci 
wZwb Zuvi wm×všÍ cwieZ©b K‡ib Ges XvKv AvU© K‡jR 
(eZ©gvb PviæKjv Abyl`, XvKv wek¦we`¨vjq)G fwZ© 
nb| 1948 mv‡j AvU© K‡j‡Ri cÖ_g e¨vP wn‡m‡e wZwb 
Mª¨vRz‡qkb m¤úbœ K‡ib cieZ©x‡Z ‡d¬v‡i‡Ýi GKv‡Wwg 
Ad dvBb AvU©‡m D”Pwk¶vi Rb¨ hvb (1953-1956)| 
wZwb ÔcÖMwZ †jLK wkíx mwgwZÕ bv‡gi evgcš’x GKwU 
mvs¯‹…wZK I mvgvwRK †dviv‡gi m‡½ RwoZ wQ‡jb †hwU 
wewfbœ g¨vMvwRb, Rvb©vj I KweZvi eB cÖKvk KiZ|  
wZwb 1978-1983 mvj ch©šÍ evsjv‡`k K‡jR Ad 
AvU©m GÛ µvdU‡mi Aa¨¶ wQ‡jb| wUª‡qwbqvj Ad 
BwÛqv, mvI cvI‡jv we‡qbv‡j I †Znivb we‡qbv‡j mn 
wewfbœ RvqMvq Zuvi KvR cÖ`wk©Z nq Ges 1974 mv‡ji 
Ô‡i‡Uªv‡¯úw±fÕmn XvKv‡Z Zuvi †ekwKQz GKK cÖ`k©bx 
Av‡qvwRZ nq| wZwb 1988 mv‡j evsjv‡`‡ki m‡e©v”P 
c`K Ô¯^vaxbZv c`KÕ I 1981 mv‡j ÔGKz‡k c`KÕ G 
f‚wlZ nb|

nvwg`y¾vgvb Lvb
(Rb¥: 1946, wK‡kviMÄ, evsjv‡`k; Kg©¯’j Ges Avevm: 
XvKv, evsjv‡`k)
nvwg`y¾vgvb Lvb evsjv‡`‡ki cÖL¨vZ fv¯‹i‡`i g‡a¨ 
GKRb| wZwb Zuvi fv¯‹‡h© weg~Z©Zvi fvlv‡K Zz‡j ai‡Z 
gv‡e©j I ‡gUv‡ji gZ wewfbœ wgwWqvq KvR K‡i‡Qb| 
XvKv kni Ges mgMÖ evsjv‡`‡k Zvui ˆZix eo eo 
fv¯‹h©¸‡jvi Rb¨ wZwb weL¨vZ| nvwg`y¾vgvb 1967 
mv‡j XvKvi AvU© K‡jR (eZ©gvb PviæKjv Abzl`, XvKv 
wek¦we`¨vjq) †_‡K e¨v‡Pji wWMÖx I 1976 mv‡j e‡iv`vi, 
d¨vKvwë Ad dvBb AvU©m †_‡K gv÷vm© wWMÖx AR©b 
K‡ib| 1982-83 mv‡j wbDBq‡K©i ¯‹víPvi ‡m›Uv‡i 
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1967, and his MFA from the Faculty of Fine Arts, 

Baroda in 1976. He went to on to pursue Higher 

Studies in Sculpture at the Sculpture Centre in 

New York, between 1982-83. Khan was professor 

of the Department of Sculpture, University of 

Dhaka. Khan has participated in exhibitions 

including the 6th Triennial of India, New Delhi 

(1986); the International Istaqlal Art Festival, 

Jakarta, Indonesia (1986) and the Asian Art 

Show, Fukuoka Japan (1980), and has held solo 

exhibitions included Nocturnal Shades, Bengal 

Art Gallery (2010), in Sofia, Bulgaria (1990) and 

at the Bangladesh Shilpakala Academy 1988. He 

was awarded the Ekushey Padak in 2006, and 

Prime Minister’s Award in the same year. 

RAFIQUN NABI
(B. 1943, Chapai Nawabganj, Bengal Presidency, 

British India, lives and works, Dhaka, Bangladesh)

Rafiqun Nabi (also known as Ranabi) is a painter 

and cartoonist, best known for his iconic Tokai, 

a character that represents the poor street 

children who live by picking plastics and other 

sellable materials from dustbins. He works in 

woodcut and illustrations, and has contributed 

to publications such as the Weekly Express and 

Forum. Nabi earned his BFA from the College 

of Art, Dhaka (presently the Faculty of Fine 

Art, University of Dhaka) in 1964, and studied 

Printmaking at the Athens School of Fine Arts 

under the Greek Government’s postgraduate 

scholarship between 1973-1976. Nabi taught at 

the Faculty of Fine Arts, Dhaka from 1964-2010. 

He has exhibited in the Osaka Triennale (1992); 

the Graphic Arts Biennale, Ljubljana, Yugoslavia 

(1987); the 5th Triennial of India (1982); Asian Art 

Show, Fukuoka, Japan (1980) and the 5th Tehran 

Biennale (1966), and has held solo exhibitions 

including those at the Non-Aligned Countries 

Gallery, Titograd, Yugoslavia (1987); the Shilpakala 

¯‹víPv‡ii Dci D”Pwk¶v wb‡Z wZwb wbDBqK© hvb| XvKv 
BDwbfvwm©wUi fv¯‹h© wefv‡M wZwb cª‡dmi c‡` wbhy³ 
wQ‡jb| nvwg`y¾vgvb 6ô wUª‡qvwbqvj Ae BwÛqv (1986), 
`¨ B›Uvib¨vkbvj B¯ÍvKjvj AvU© †dw÷f¨vj, RvKvZ©v, 
B‡›`v‡bwkqv (1986) I Gwkqvb AvU© †kv, dz‡KvIKv, 
Rvcvb (1980) G AskMÖnY K‡ib| GQvovI †e½j 
AvU© M¨vjvwi‡Z Av‡qvwRZ ÔbKUvb©vj †kWmÕ (2010); 
†mvwdqv, eyj‡Mwiqvq (2010) Ges evsjv‡`k wkíKjv 
GKv‡Wwg‡Z (1988) Zvui GKK cÖ`k©bx Av‡qvwRZ nq| 
2006 mv‡j wZwb GKz‡k c`K I cÖvBg wgwb÷vi GIqv‡W© 
f‚wlZ nb| 

iwdKzb bex
(Rb¥: 1943, PvcvBbeveMÄ, evsjv cÖ‡`k, weªwUk BwÛqv; 
Kg©¯’j Ges Avevm: XvKv, evsjv‡`k)
ÔibexÕ bv‡g cwiwPZ iwdKzb bex GKRb wPÎwkíx I 
KvUy©wb÷| Zuvi m„ó Ô‡UvKvBÕ PwiÎwUi Rb¨ wZwb eûj 
RbwcÖq| GB PwiÎwUi ga¨ w`‡q wZwb `wi`ª c_wkï‡`i 
Mí Zz‡j a‡ib, hviv iv¯ÍvNvU, Wv÷web †_‡K cøvw÷K 
Ges Ab¨vb¨ wRwbm Kzwo‡q wewµ K‡i| wZwb g~jZ DWKvU 
I Bjv‡÷ªk‡b KvR K‡i _v‡Kb Ges ‡dvivg I `¨ DBKwj 
G·‡cÖÕ Gi gZ cÖKvkbvq KvR †i‡L‡Qb| wZwb XvKv AvU© 
K‡jR †_‡K (eZ©gvb PviæKjv Abyl`, XvKv wek¦we`¨vjq) 
1964 mv‡j e¨v‡Pji wWMÖx AR©b K‡ib I 1973-1976 
mvj ch©šÍ MÖxm miKv‡ii ‡cv÷Mª¨vRz‡qU ¯‹jviwk‡ci 
Aax‡b G‡_Ý ¯‹zj Ad dvBb AvU©‡m wcª›U‡gwKs wb‡q 
cov‡kvbv K‡ib| 1964-2010 mvj ch©šÍ wZwb XvKvi 
PviæKjv Abyl‡` wk¶KZv K‡ib| ImvKv wUª‡qwbqv‡j 
(1992); MÖvwdK AvU©m we‡qbv‡j, jyweqvbv, hz‡Mv¯øvwfqv 
(1987); 5g BwÛqv wUª‡qwbqvj (1982); Gwkqvb AvU© 
†kv, dz‡KvIKv, Rvcvb (1980) Ges 5g †Znivb we‡qb-
v‡j (1966) G Zuvi wewfbœ KvR cÖ`wk©Z nq| GQvovI 
wU‡Uv‡MªW, hy‡Mv¯øvwfqv (1987), wkíKjv GKv‡Wwg 
(1985) Ges G‡_Ý, MÖxK (1976) G Zuvi GKK cÖ`k©bx 
Av‡qvwRZ nq| 1993 mv‡j wZwb GKz‡k c`‡K f‚wlZ 
nb|
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Academy (1985) and in Athens, Greece (1976). He 

was awarded the Ekushey Padak in 1993. 

S.M. SULTAN
(b. 1923, Narail District - d. 1994, Jessore)

Sheikh Mohammed Sultan was an abstract 

painter and draughtsman, regarded as avant-

garde by his contemporaries. While known as an 

accomplished landscape painter during his time 

in India and Pakistan, he is most known for his 

energetic paintings of muscular farm workers, 

and his engagement with the landscape of South 

Asia, influenced by an impressionist approach. 

He began to study at the Comparative Art 

Department of the University of Calcutta but 

left without completing his degree in 1944, to 

travel to Kashmir, which inspired many of his 

landscapes. Violence in Kashmir forced him to 

flee to Pakistan in 1946, where he came into 

contact with Shakir Ali and Abdur Rahman 

Chughtai. From 1951-1952, Sultan represented 

Pakistan in a programme organised by the 

Institute of International Education in New 

York Chicago, Vermont, Michigan, Boston, and 

Washington for workshops and exhibitionsSultan 

often disappeared from art circles, and would 

spend his time in villages, which influenced his 

work. Solo exhibitions of his work have been 

held at Goethe Institut, Dhaka (1982) and the 

Bangladesh Shilpakala Academy (1976). He was 

awarded the Ekushey Padak in 1982.

KAZI ABDUL BASET
(b. 1935, Dhaka, Bengal Presidency, British India, 

d. 2002, Dhaka, Bangladesh)

Kazi Abdul Baset was a painter whose work 

varied from realism to abstraction with a distinct 

richness of colour. Baset completed his BFA 

from Government Art Institute in Dhaka in 1956, 

and his MFA from the School of the Art Institute 

Gm Gg myjZvb 
(Rb¥: 1923, bovBj; g„Zy¨: 1994, h‡kvi) 
‡kL †gvnv¤§` myjZvb wQ‡jb GKRb weg‚Z© wPÎwkíx Ges 
bKkvKvi| Zuvi mgmvgwqK‡`i g‡Z wZwb wQ‡jb cÖMwZi 
Ab¨Zg GKRb cy‡ivav| Zuvi mg‡q BwÛqv Ges cvwK¯Ív‡b 
GKRb `¶ j¨vÛ‡¯‹c †cB›Uvi wn‡m‡e cwiwPZ n‡jI 
myjZvb Zuvi Kg©kw³c~Y© ‡cwkeûj †¶ZgRzi‡`i wPÎ¸‡-
jvi Rb¨ Ges B‡¤úªkwb÷ ‰kjx‡Z AuvKv `w¶Y Gwkqvi 
j¨vÛ‡¯‹c †cBw›Us ¸‡jvi Rb¨ †ewk RbwcÖq| myjZvb 
KjKvZv wek¦we`¨vj‡q AvU© wWcvU©‡g‡›U fwZ© n‡jI 1944 
mv‡j cov‡kvbv †kl bv K‡iB P‡j Av‡mb Ges Kvk¥xi 
ågY K‡ib, hvi cÖfve Avgiv Zuvi wewfbœ j¨vÛ‡¯‹c 
‡cBw›Us ¸‡jv‡Z cvB| Kvk¥x‡i bvbviKg mwnsmZv ïiæ 
n‡j wZwb 1946 mv‡j cvwK¯Ív‡b P‡j †h‡Z eva¨ nb Ges 
†mLv‡b wZwb kvwKi Avjx I Avãyi ingvb PzNZvB‡qi 
ms¯ú‡k© Av‡mb| 1951-1952 mvj ch©šÍ myjZvb 
wbDBqK© Gi BÝwUwUDU Ad B›Uvib¨vkbvj GWz‡Kkb Øviv 
Av‡qvwRZ GKwU Kvh©µ‡g wkKv‡Mv, ‡fig›U, wgwkMvb, 
‡ev÷b, Ges IqvwksU‡b wewfbœ Kg©kvjv I cÖ`k©bx‡Z 
cvwK¯Ív‡bi cÖwZwbwaZ¡ K‡ib| cÖvqkB wZwb AvU© mv‡K©‡ji 
evB‡i wewfbœ MÖv‡g wM‡q wKQz mgq KvUv‡Zb, hv Zuvi 
wPÎKg©‡K Av‡iv cÖfvweZ KiZ| XvKvi †M¨‡U BÝwUUy¨U 
(1982) G Ges evsjv‡`k wkíKjv GKv‡Wwg‡Z (1976) 
Zuvi GKK cÖ`k©bx Av‡qvwRZ nq Ges 1982 mv‡j wZwb 
GKz‡k c`‡K f‚wlZ nb|

KvRx Avãyj ev‡mZ
(Rb¥: 1935, XvKv, evsjv cÖ‡`k, weªwUk BwÛqv; g„Zy¨: 
2002, XvKv, evsjv‡`k)
wPÎwkíx KvwR Avãyj ev‡m‡Zi wPÎKg©mg~‡n mg„× 
i‡Oi e¨env‡i wi‡qwjRg †_‡K A¨ve÷ªv±kb bvbvb 
aiY jÿ¨Yxq| wZwb 1956 mv‡j XvKvi Mf‡g©›U AvU© 
BÝwUwUDU †_‡K e¨v‡Pji wWMªx Ges ¯‹jvikxc wb‡q 
1963-1964 mv‡j wkKv‡Mv ¯‹zj Ad AvU© BÝwUwUDU 
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of Chicago under a Fulbright Scholarship from 

1963-1964. Baset was greatly influenced by the 

forms of abstraction that he encountered during 

his time in the United States, and upon his return, 

brought this sensibility to his approach towards 

folk forms and motifs from Bengal. He was the 

head of Drawing and Painting Department at 

the Government Art Institute, Baset received 

the Bangladesh Fine Arts Sangad Award in 1989 

and the Bangladesh Shilpakala Academy Award 

in 1982, and was awarded the Ekushey Padak in 

1991,

ALOK ROY 
(b. 1950 Mymensingh, lives and works, 

Chittagong)

Alok Roy is a sculptor, known for his work with 

ceramics. Influenced by the Shilpa Andolan 

of the 1970s, led by Rashid Choudhury and 

Murtaza Bashir, Roy continues the engagement 

with the folk forms of Bengal, drawing inspiration 

from the toys and village life around Chittagong. 

Roy is a Professor at the Institute of Fine Arts, 

Chittagong, and curator of its gallery. 

HASHI CHAKRABORTY
(b. 1948, Chittagong, d.2014, Chittagong)

Hashi Chakraborty was a painter whose stylized 

semi-abstract paintings reflect an outlook of 

Romanticism. He graduated from Chittagong Art 

College in 1973 and completed his B.Ed from 

University of Chittagong in 1991. Chakraborty 

was professor of Chittagong Art College and 

contributed to the development of the art 

scene of the port city and was an organiser of 

the Chittagong-based Progotishil Sangskritik 

Andolon. He has participated in the 4th Biennal 

of Havana (1991); the Contemporary Asian Art 

Exhibition, Seoul, Korea (1986); the Asian Art 

Show, Fukuoka, Japan (1985, 1987); Contemporary 

Art from Bangladesh (1979). 

†_‡K gv÷vm© wWMÖx AR©b K‡ib| hy³iv‡óª _vKvKv‡j wZwb 
A¨ve÷ªv± (weg~Z©) dg©wUi Øviv AbycÖvwYZ nb Ges †`‡k 
†diZ Avmvi ci †jvKR †gvwUd I d‡g©i gva¨‡g wb‡Ri 
Kv‡R Gi cÖKvk NUvb| wZwb Mf‡g©›U AvU© BÝwUwUD‡Ui 
Wªwqs GÛ †cBw›Us wWcvU©‡g‡›Ui cÖavb wn‡m‡e `vwqZ¡ 
cvjb K‡ib| wZwb 1989 mv‡j evsjv‡`k Pviæwkí msm` 
cyi®‹vi, 1982 mv‡j evsjv‡`k wkíKjv GKv‡Wwg cyi®‹vi 
I 1991 mv‡j GKz‡k c`‡K f’wlZ nb|
AAB 2: 1983
GGwe 2: 1983

A‡jvK ivq
(Rb¥: 1950, gqgbwmsn, Kg©¯’j Ges Avevm: PÆMÖvg)
fv¯‹i A‡jvK ivq Zuvi wmivwg‡Ki Kv‡Ri Rb¨ mycwiwPZ| 
ikx` †PŠayix Ges gyZ©Rv ekxi KZ©…K cwiPvwjZ 1970Gi 
wkí Av‡›`vj‡b DØy× A‡jvK ivq Zuvi †ewkifvM Kv‡RB 
evsjvi †jvKR †gvwUd, I PÆMÖv‡gi MÖvgevsjvi mvaviY 
Rxeb hvc‡bi wPÎ Zz‡j a‡i‡Qb| eZ©gv‡b wZwb PÆMªvg 
PviæKjv BÝwUwUD‡Ui GKRb cª‡dmi Ges Gi M¨vjvixi 
wKD‡iUi c‡` `vwqZ¡iZ Av‡Qb| 

nvwm PµeZ©x
(Rb¥: 1948, PÆMªvg; g„Zy¨: 2014, PÆMªvg)
wPÎwkíx nvwm PµeZ©x Zuvi ˆkjxK…Z Aa©-weg~Z© wkíKg©¸‡-
jv‡Z †ivgvw›UwmR‡gi fveaviv dz‡U D‡V| wZwb 1973 
mv‡j PÆMªvg AvU© K‡jR †_‡K Mª¨vRz‡qkb m¤úbœ K‡ib 
Ges 1991 mv‡j PÆMªvg wek¦we`¨vjq †_‡K we.GW wWMÖx 
AR©b K‡ib| wZwb PÆMªvg AvU© K‡j‡Ri cÖ‡dmi c‡` 
wbhz³ wQ‡jb, Ges PÆMªvg kn‡i wk‡íi Dbœq‡b ¸iæZ¡c‚Y© 
Ae`vb iv‡Lb| ZvQvov wZwb wQ‡jb PÆMªvg wfwËK 
cÖwMwZkxj mvs¯‹…wZK Av‡›`vj‡bi GKRb D‡`¨v³v| nvwm 
PµeZ©x 4_© we‡qbv‡j Ad nvfvbv (1991), `¨ Kb‡U‡¤ú-
vivwi Gwkqvb AvU© Gw·wekb, wmDj, `wÿY †Kvwiqv 
(1986), `¨ Gwkqvb AvU© †kv dz‡KvIKv, Rvcvb (1985, 
1987), Kb‡U‡¤úvivwi AvU© dªg evsjv‡`k (1979) G 
AskMÖnY K‡ib|
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MANSUR UL KARIM
(b. 1950, Rajbari, Bangladesh; lives and works, 

Chittagong, Bangladesh)

Mansur Ul Karim is an artist, whose semi-abstract 

oil paintings are inspired from the landscape of 

Bangladesh. He served as a professor at the 

Institute of Fine Arts, University of Chittagong. 

He has exhibited extensively both in Bangladesh 

and abroad , and received the  Shilpakala 

Academy Award and the Grand Prize at the 

8th Indian Triennial International at New Delhi 

in 1994 and the Grand Award at the 6th Asian 

Biennale in 1993.  He was awarded the Ekushey 

Padak in 2009. 

RASHA
Akhtar Ahmed Rasha, widely known as Rasha is a 

sculptor who works with wood, branches, roots, 

tree trunks, and driftwood. Despite not having 

any academic training, he is widely recognised 

gbmyiæj Kwig
(Rb¥: 1950, ivRevwo, evsjv‡`k; Kg©¯’j Ges Avevm: 
PÆMªvg, evsjv‡`k)
wPÎwkíx gbmyiæj Kwi‡gi Aa©-weg~Z© ˆZjwPÎ¸wj evs-
jv‡`‡ki cÖvK…wZK ‡mŠ›`h©¨ Øviv AbycÖvwYZ| wZwb PÆMªvg 
wek¦we`¨vj‡qi PviæKjv BÝwUwUD‡Ui cª‡dmi c‡` wbhy³ 
wQ‡jb| evsjv‡`k Ges evsjv‡`‡ki evB‡i wek`fv‡e 
Zvui KvR cÖ`wk©Z n‡q‡Q| wZwb wkíKjv GKv‡Wwg 
cyi®‹vi, 1994 mv‡j bqv w`jøx‡Z Av‡qvwRZ 8g BwÛqvb 
wUª‡qwbqv‡ji Mª¨vÛ cÖvBR Ges 6ó Gwkqvb we‡qbv‡j Mª¨vÛ 
GIqvW© (1993) I GKz‡k c`‡K (2009) f‚wlZ nb| 

ivkv
AvLZvi Avn‡g` ivkv; ivkv bv‡g L¨vZ GB fv¯‹i KvV, 
†kKo, Wvjcvjv, Mv‡Qi ¸wo, fvmgvb KvV wb‡q KvR 
K‡ib| †KvbiKg GKv‡WwgK cÖwkÿY QvovB GB fv¯‹i 
RbwcÖqZv jvf K‡i‡Qb| 1983 mv‡j 2q Gwkqvb AvU© 

Opening of the 2nd Asian Art Show, Fukuoka (Fukuoka Art Museum, 1985). Photo courtesy:Fukuoka Asian Art Museum
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and won the Gold Medal of the 2nd Asian Art 

Biennale in 1983 for the work re-exhibited at 

DAS 2018. He also received National Awards in 

1981 and 1986. 

BANIZUL HUQ
(b. 1948, Bangladesh)

Bonizul Huq is a painter, whose work reflects 

serene beauty of nature which intertwines 

reality with fantasy, touching the base of 

surrealism.  In 1974 he joined the Government 

Fine Arts College in Chittagong. Soon he left the 

institution to establish Rajshahi Art College in 

1978 and worked as the founding principal. 

RATAN MAJUMDAR
(b.1954 in Noakhali, lives and works, Dhaka)

Ratan Majumdar, although primarily trained 

as a ceramic artist, is best known for his early 

black and white woodcut prints from 1970s.  His 

woodcuts are haunted by a sense of alienation 

and loss, subtly referencing the trauma of the 

Bangladesh Liberation War.  He studied ceramics 

in the College of Art, Dhaka (presently the 

Faculty of Fine Arts, University of Dhaka), in 1973. 

During this time, he also practiced printmaking 

because it was a medium he could afford and 

that allowed him to keep copies for himself. 

He which earned him a National Award at the 

Bangladesh Shilpakala Academy in 1979 when 

he was only 25 years old. He has participated 

in Contemporary Art from Bangladesh, East 

Germany (1978), 40 Paintings from Bangladesh, 

Whitechapel Gallery (1979); the Fukuoka Asian 

Art Show (1980), among others and has held solo 

exhibitions of his work at the British Council, 

Dhaka (1982); the Alliance Francaise, Dhaka 

(1983) and the Bangladesh Shilpakala Academy 

(1984). 

we‡qbv‡j‡Z †Mvì †g‡Wj jvf K‡ib, Ges GB KvRwU 
XvKv AvU© mvwg‡U 2018 †Z cybtcÖ`wk©Z n‡”Q| GQvovI 
1981 I 1986 mv‡j wZwb b¨vkbvj A¨vIqv‡W© f~wlZ nb|

ewbRyj nK 
(Rb¥t 1948)
ewbRyj nK GKRb wPÎwkíx hvi Qwe ev¯ÍeZv Ges Kíbvi 
wg‡k‡j wKQyUv myiwi‡qwjRg Gi ch©v‡q wb‡q wM‡q  cÖK…
wZi wbLyuZ ‡mŠ›`h©‡K  cÖwZdwjZ K‡i| 1974  mv‡j 
wZwb PÆMÖv‡gi Mfb©‡g›U dvBb AvU©m K‡j‡R ‡hvM`vb 
K‡ib| kxN«B wZwb  cÖwZôvbwU Z¨vM K‡ib Ges 1978 
mv‡j ivRkvnx AvU© K‡jR  cÖwZôvZv w cÖwÝcvj wn‡m‡e 
‡hvM`vb K‡ib|

iZb gRyg`vi
(Rb¥: 1954, †bvqvLvjx ; Kg©¯’vb I evm¯’vb: XvKv)
iZb gRyg`vi, cªv_wgKfv‡e wmivwgK AvwU©÷ wn‡m‡e 
†Uªwbs wb‡jI wZwb g~jZ 1970 Gi `k‡K Zuvi Kiv 
mv`vKv‡jv DWKvU wcÖ›Um Gi KvR¸‡jvi Rb¨ mycwiwPZ| 
Zuvi DWKv‡Ui KvR¸‡jv †ewkifvMB wew”QbœZv‡eva Avi 
nviv‡bvi Abyf‚wZ‡Z Rov‡bv, hv wKbv AwZ m~²fv‡e evs-
jv‡`‡ki ¯^vaxbZv hy‡×i gvbwmK AvNvZ‡K Bw½Z a‡i| 
wZwb 1973 mv‡j XvKv AvU© K‡j‡R (eZ©gv‡b PviæKjv 
Abyl`, XvKv wek¦we`¨vjq) g„rwkí wefv‡M fwZ© nb Ges 
GB mg‡q Gi cvkvcvwk wZwb wcÖ›U‡gwKsI Abykxjb K‡i 
hvb, KviY GwUB wQj GKgvÎ wgwWqvg hv Zuvi mvg‡_©i 
g‡a¨ wQ‡jv| 1979 mv‡j gvÎ 25 eQi eq‡m wZwb RvZxq 
cyi®‹v‡i f‚wlZ nb| GQvovI wZwb Kb‡U‡¤úvivwi AvU© dªg 
evsjv‡`k,B÷ Rvg©vbx ( 1978); diwU ‡cBw›Usm dªg 
evsjv‡`k, †nvqvBUP¨v‡cj M¨vjvix (1979); `¨ dz‡KvIKv 
Gwkqvb AvU© †kv (1980) G AskMÖnY K‡ib Ges weªwUk 
KvDwÝj, XvKv (1982); Auwjqm dªu‡mm, XvKv (1983) 
Ges evsjv‡`k wkíKjv GKv‡Wwg (1984) ‡Z Zuvi GKK 
cÖ`k©bxmg~n AbywôZ nq|
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SHAHABUDDIN AHMED
(B. 1950, Dhaka, lives and works, Dhaka, 

Bangladesh and Paris, France)

Shahabuddin Ahmed is known for his vigorous 

painting style, incorporating spontaneous brush 

strokes.  Before joining art school, he was a 

freedom fighter in 1971 and his powerful figures 

in the paintings shows the spirit of freedom 

of the Bangladesh Liberation Wat. He earned 

his BFA from the College of Art, Dhaka in 

1973, before moving to Paris to study at École 

Nationale Supérieure des Beaux-Arts from 

1974-1981. He has exhibited widely both within 

Bangladesh and abroad; solo exhibitions of his 

work include Contemporary Art of Bangladesh, 

Museum of Contemporary Art, Taiwan (1989); 

and exhibitions at the Gallery Nationale, Dakar, 

Senegal (1985); Cité des Arts, Paris, France (1975) 

and has held solo exhibitions at the Rashtrapati 

Bhavan, New Delhi (2017), where he was the 

inaugural artist-in-residence; Contemporary Art 

Museum of Elche, Elche, Spain (2006); Culture 

Centre, Poland (1977) among others. He was 

awarded the Chevalier De L’ordre Des Arts Et 

Des Lettres from French Government in 2014, 

Independence Day Award from Bangladesh 

Government in 2000 among other awards. 

SYED JAHANGIR
(b. 1935, Satkhira, Bengal Presidency, British 

India, lives and works, Dhaka, Bangladesh)

Syed Jahangir, a painter as well as a cultural 

organizer, was the first Director of the 

Department of Fine Arts at the Bangladesh 

Shilapkala Academy, a role he occupied from 

1977 to 1992. Jahangir graduated from the 

College of Art, Dhaka (present Faculty of 

Fine Arts, University of Dhaka) in 1955. He was 

the secretary of a cooperative art gallery in 

Islamabad, which focused on contemporary art 

kvnveywÏb Avn‡g`
(Rb¥: 1950, XvKv; Kg©¯’vb I evm¯’vb: XvKv, evsjv‡`k 
I c¨vwim, dªvÝ)
kvnveywÏb Avn‡g` Zuvi ¯^ZtùzZ© I mej ‡cBw›Us ÷vB‡-
ji Rb¨ mycwiwPZ| AvU© ¯‹z‡j ‡hvM`v‡bi c~‡e© wZwb wQ‡jb 
1971 Gi GKRb gyw³‡hv×v Ges Zuvi wkíK‡g© Avgiv 
evsjv‡`‡ki ¯^vaxbZv hy‡×i †mB Aby‡cÖiYv‡K Luy‡R cvB| 
1974-1981 mv‡j c¨vwi‡mi b¨vkbvj ¯‹zj Ae dvBb 
AvU©-G co‡Z hvevi Av‡M wZwb 1973 mv‡j XvKv AvU© 
K‡jR (eZ©gv‡b PviæKjv Abyl`, XvKv wek¦we`¨vjq) †_‡K 
Zuvi e¨v‡Pji wWMÖx AR©b K‡ib| evsjv‡`k Ges evs-
jv‡`‡ki evB‡iI Zuvi wPÎK‡g©i eo eo  cÖ`k©bx n‡q‡Q| 
Zuvi GKK cª`k©bx¸‡jvi g‡a¨ i‡q‡Q Kb‡U‡¤úvivwi 
AvU© Ad evsjv‡`k; wgDwRqvg Ad Kb‡U‡¤úvivwi AvU©, 
ZvBIqvb (1989); M¨vjvix b¨vkbv‡j, WvKvi, †m‡bMvj ( 
1985); wmwU Ae AvU©m, c¨vwim, dªvÝ (1975) G cª`k©bx 
Ges ivóªcwZ feb, bqv w`jøx (2017)†Z GKK cª`k©bx, 
‡hLv‡b wZwb D‡Øvabx AvwU©÷-Bb-‡iwm‡WÝ wQ‡jb; 
Kb‡U‡¤úvivwi AvU© wgDwRqvg Ad Gj‡P, Gj‡P, ‡¯úBb 
(2006), KvjPvi †m›Uvi, ‡cvj¨vÛ (1977) mn wewfbœ 
¯’v‡b Zvi cª`k©bxmg~n AbywôZ nq| Ab¨vb¨ c`‡Ki mv‡_ 
kvnveywÏb Avn‡g` 2014 mv‡j †dªÂ miKvi KZ©…K cÖ`Ë 
bvBU Ae `¨ AW©vi Ae AvU©m GÛ †jUvim cyi®‹v‡i Ges 
2000 mv‡j evsjv‡`k miKvi KZ…©K cÖ`Ë ¯^vaxbZv w`em 
cyi®‹v‡i f‚wlZ nb| 

‰mq` Rvnv½xi
(Rb¥: 1935 mvZ¶xiv, evsjv cÖ‡`k, weªwUk BwÛqv; 
Kg©¯’j Ges Avevm: XvKv, evsjv‡`k)
‰mq` Rvnv½xi GKRb wPÎwkíx Ges mvs¯‹…wZK D‡`¨v³v, 
evsjv‡`k wkíKjv GKv‡Wwgi PviæKjv wefv‡Mi cwiPvjK 
(1977-1992) wn‡m‡e `vwqZ¡ cvjb K‡ib| wZwb 
1955 mv‡j XvKv AvU© K‡jR (eZ©gv‡b PviæKjv Abyl`, 
XvKv wek¦we`¨vjq) †_‡K Mª¨vRz‡qkb m¤úbœ K‡ib Ges 
Bmjvgvev‡` †Kv-Acv‡iwUf AvU© M¨vjvix‡Z †m‡µUixi 
`vwqZ¡ cvjb K‡ib| XvKv †diZ Avmvi ci wZwb wkíKjv 
GKv‡Wwgi cwiPvjK c‡` wbhy³ nb Ges wewfbœ RvZxq 
cÖ`k©bx, bexb wkíx‡`i cÖ`k©bx I åvg¨gvY cÖ`k©bxi 
Av‡qvRb K‡ib| dz‡KvIKvq GKwU ågY †_‡K †divi ci 
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from what was then East Pakistan. Returning to 

Dhaka, he was appointed to the Directorship of 

the Shilpakala Academy, and initiated National 

Exhibitions, the Young Artists Exhibition, 

and travelling exhibitions across the country 

including in Rural Bangladesh. He initiated the 

Asian Art Biennale in 1981 and led this platform 

for its first 5 editions before retiring and returning 

to his artistic practice. He has participated 

in numerous exhibitions in Bangladesh and 

abroad including the 4th Indian Triennale (1978)  

and the First Fukuoka Asian Art Show (1980), 

and has held solo exhibitions at the Embassy 

of Bangladesh, Washington DC (2010); the 

Bangladesh Shilpakala Academy (1997); Alliance 

Française, Karachi (1957) among others. He was 

awarded the Ekushey Padak in 1985. 

wZwb 1981 mv‡j 1g Gwkqvb AvU© we‡qbv‡j Av‡qvRb 
K‡ib Ges Aemi †bqvi Av‡M Gi cÖ_g 5wU ms¯‹i‡Y 
‡bZ…Z¡ w`‡q hvb| Aem‡ii ci wZwb cybivq Qwe AvuKvq 
g‡bvwb‡ek K‡ib| evsjv‡`k Ges evsjv‡`‡ki evB‡iI 
wewfbœ cÖ`k©bx‡Z wZwb AskMÖnY K‡ib Ges evsjv‡`k 
G¤^¨vwm Ad IqvwksUb wWwm (2010), evsjv‡`k wkíKjv 
GKv‡Wwg (1997), Auwjqm dªu‡mR, KivPx (1957)‡Z 
Zuvi GKK cÖ`k©bxmg~n Av‡qvwRZ nq| 1985 mv‡j wZwb 
GKz‡k c`‡K f‚wlZ nb|

First Asian Art Biennale, Bangladesh Shilpakala Academy, Dhaka. Photo courtesy of the Fukuoka Asian Art Museum. 
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ROKEYA SULTANA 
 (b. 1958 in Chittagong, lives and works, Dhaka)

Rokeya Sultana is an artist, working with 

printmaking and painting. Her painting style 

reflects a deep influence of the expansive 

washes of Abanindranath Tagore, a technique 

she skillfully deploys in her work. She earned her 

BFA from the Institute of Fine Arts, University of 

Dhaka in 1980, and her MFA from Kala Bhavan, 

Vishwa Bharati University, Santiniketan in 1983. 

She is currently a professor at the Department 

of Printmaking at the Faculty of Fine Arts, 

University of Dhaka. She has had solo exhibitions 

of her work at the Alliance Française, Dhaka 

(2006, 1990) and has participated in the Dhaka 

Art Summit (2016); the 4th Biennale of Graphic  

Art, Yugoslavia (1996); the 3rd Sharjah Biennial 

(1995) among others. 

NUHUR NAHA PAPA
(b. 1954 in Dhaka; lives and works in Dhaka, 

Bangladesh)

Nurunnahar Papa is known for her abstract 

paintings, which reference miniature techniques 

and where layers of colour are used to produce 

amorphous shapes. She studied at the Oriental 

Art Department at the Institute of Fine Arts, 

Dhaka University, and completed her MFA at 

the Faculty of Fine Arts, Maharaja Sayajirao 

University of Baroda. While at Baroda, she 

came into contact with the tradition, begun by 

artists such as KG Subramanyam and continued 

through the Fine Arts Fair, of working closely 

with traditional crafts practices, which came 

to have a major impact on her work. She has 

participated in the 6th Triennale of India, New 

Delhi (1986); 6th Festival of Asian Art, Hong Kong 

(1981); Annual Exhibition, Lalit Kala Akademi, 

Ahmedabad (1975).

‡iv‡Kqv myjZvbv
(Rb¥: 1958, PÆMÖvg; Kg©¯’j Ges Avevm: XvKv)
wPÎwkíx †iv‡Kqv myjZvbv wcÖ›U‡gwKs Ges †cBw›Us wb‡q 
KvR Ki‡Qb| Zuvi Kv‡R Aebx›`Öbv_ VvKz‡ii Kv‡Ri cÖw-
Z”Qvqv cvIqv hvq| wZwb 1980 mv‡j XvKv BDwbfvwm©wUi 
BÝwUwUDU Ad dvBb AvU©m †_‡K e¨v‡Pji wWMÖx I 1983 
mv‡j kvwšÍwb‡KZ‡bi wek¦fviZx BDwbfvwm©wUi Kjvfeb 
†_‡K gv÷vm© wWMÖx AR©b K‡ib| eZ©gv‡b wZwb XvKv 
BDwbfvwm©wUi PviæKjv Abyl‡`i wcÖ›U‡gwKs wWcvU©‡g‡›Ui 
GKRb cÖ‡dmi| Auwjqm duª‡mR, XvKv‡Z (2006, 1990) 
Zvui GKK cÖ`k©bx Av‡qvwRZ nq Ges wZwb XvKv AvU© mvw-
gU (2016), 4_© we‡qbv‡j Ad MÖvwdK AvU©, hz‡Mv¯øvwfqv 
(1996) Ges 3q kvihvn& we‡qbv‡j (1995) ‡Z AskMªnY 
K‡ib| 

bzûi bvnv cvcv
(Rb¥t 1954 XvKv; Kg©¯’j Ges Avevm: XvKv) 
byiyb bvnvi cvcv Zvi weg~Z© Qwei Rb¨ cwiwPZ| Zvi 
Kv‡R wgwb‡qPvi ‡UKwb‡Ki e¨envi Ges is Gi ci‡Z 
ci‡Z  A¨v‡gvd©vm  AvK…wZ D‡j L¨| wZwb XvKvi Pvi“Kjv 
BÝwUwUDU ‡_‡K  cÖvP¨Kjv wefv‡M covïbv K‡ib Ges 
ciewZ©‡Z ev‡iv`vq mœvZK wWMÖx jvf K‡ib| ev‡iv`vq 
_vKvKvjxb ‡K wR mye«vgvwbqv‡bi gZ wkíxi mvwbœ‡a¨ 
G‡m wZwb HwZn¨evnx Kvi“wk‡íi  cÖwZ AvMÖnx n‡q 
D‡Vb hv Zvi ciewZ© wkíRxe‡b Mfxifv‡e  cÖwZdwjZ 
nq| wZwb 6V wU«‡qbv‡j Ad BwÛqv, wbD w`jøx(1986); 
6V ‡dw÷f¨vj Ad Gwkqvb AvU©, nsKs (1981); evwl©K  
cÖ`k©bx, jwjZ Kjv GKv‡`gx, Avn‡g`vev` (1975)
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SULTANUL ISLAM
(b. 1958, Dhaka, Bangladesh)

Sultanul Islam creates sculptures that reflect 

realistic and practical properties. In 1980s he 

produced works around the subject focused 

on children, especially the vulnerable, street-

children that received a lot of praise. Duranta 

situated in the premise of the Shishu Academy 

and Life Circle collected by the Bangladesh 

National Museum are two of Islam’s noted 

sculptures.

PHYLLIS ZABALLERO 
(b. in Cavite, Philippines; lives and works, Manila; Philippines)

Phyllis Zaballero’s paintings meditate on 

landscape, reflecting the spirit of nature of the 

many places where she finds herself through 

the course of her numerous travels, to produce 

luminous compositions. Born in the Philippines, 

she spent her early years in Europe and the 

United States, which had a profound impact on 

her visual language, and cites American Abstract 

Expressionist painters such as Jackson Pollock 

among her earliest influences.  Zaballero earned 

an Associate Degree in Art from the Marymount 

College, Barcelona, Spain (1960); a B.A in 

Economics (1964) and a B.A. in Fine Arts (1978) 

from the University of the Philippines, Quezon 

City. While studying at the College of Art, she 

came to be influenced by the legendary Roberto 

Chabet, and became part of a group of students 

whom he introduced to Raymundo Albano, 

then-director of the Cultural Centre of the 

Philippines. She taught Painting at the College 

of Fine Arts, University of the Philippines, from 

1970-1994. Zaballero has held solo exhibitions 

of her work at the Ayala Museum (1990); the 

Cultural Centre of the Philippines, Manila (1986, 

1980, 1978), and the Alliance Française Gallery, 

Manila (1984).  Her work is included in the 

myjZvbyj Bmjvg 
(Rb¥ 1958, XvKv) 
myjZvbyj Bmjvg ev¯ÍevbyM I ev¯Íe Abycv‡Z Aeqex 
fv¯‹h© wbg©vY K‡ib| Avwki `kKRy‡o wkï‡`i welq K‡i 
Zvi m…ó fv¯‹h©¸‡jv we‡klfv‡e Av‡jvwPZ nq| XvKvi wkï 
GKv‡Wwg  cÖv½‡Yi `yišÍ Ges evsjv‡`k RvZxq Rv`yN‡i 
msiw¶Z Rxebe…šÍvšÍ fv¯‹h© `ywU Zvui D‡jøL‡hvM¨ wbg©vY| 

wdwjm Rvev‡j‡iv
(Rb¥: K¨vfvBU, wdwjcvBb; emevm¯’j Ges Kg©‡¶Î: 
g¨vwbjv; wdwjcvBb)
wdwjm Rvev‡j‡iv’i wPÎKg©¸‡jv j¨vÛ‡¯‹c †Kw›`ÖK, 
hv‡Z dz‡U D‡V‡Q wewfbœ ¯’v‡bi cÖK…wZ, †hme ¯’v‡b 
wZwb ågY K‡i‡Qb we‡klfv‡e G ai‡Yi Qwe AvuKvi 
Rb¨B| wdwjcvB‡b Rb¥ n‡jI, Zvui ˆkke †K‡U‡Q 
BD‡ivc Ges gvwK©b hz³iv‡óª, hv Zvui cÖKv‡ki fvlv‡K 
cÖfvweZ K‡iwQ‡jv e¨vcKfv‡e| hvi d‡j Zvui 
KvR¸‡jv wewfbœ Av‡gwiKvb A¨ve÷ªv± G·‡cÖkwb÷ 
wkíx †hgb R¨vKmb ‡cvj‡Ki c`v¼ AbzmiY 
K‡i‡Q GK`g ïiæ †_‡KB| †¯úB‡bi Rvev‡j‡iv 
g¨vwigvD›U K‡jR, ev‡m©‡jvbv, †_‡K wk‡íi Dc‡i 
GKwU A¨v‡mvwm‡qU wWwMª jvf K‡ib (1960); †mB 
mv‡_ A_©bxwZ‡Z ¯œvZK (1964) ; Ges wkíKjvq 
¯œvZK (1978) m¤úbœ K‡ib BDwbfvwm©wU Ad 
`¨ wdwjcvBÝ, Kz‡q‡Rvb wmwU †_‡K| K‡jR Ad 
AvU©-G Aa¨vqbKv‡j wZwb wKse`šÍx wkíx iev‡U©v 
k¨v‡e‡Ui Øviv cÖfvweZ nb, Ges Zvui gva¨‡gB Zvui 
cwiPq N‡U KvjPvivj †m›Uvi Ad wdwjcvB‡Ýi 
ZrKvjxb cwiPvjK †iBgz‡Ûv Avjev‡bvi mv‡_| 
Rvev‡j‡iv K‡jR Ad dvBb AvU©m, BDwbfvwm©wU 
Ad wdwjcvB‡Ý 1970-1994 ch©šÍ wPÎv¼Y wel‡q 
wk¶KZv K‡ib| Avqvjv wgDwRqvg (1990); 
KvjPvivj †m›Uvi Ad wdwjcvBÝ, g¨vwbjv (1986, 
1980, 1978); Ges divmx ̀ ~Zvevm M¨vjvwi, g¨vwbjv 
(1984) †Z Zvui KvR cÖ`wk©Z nq| evsjv‡`k RvZxq 
Rv`yNi, KvjPvivj †m›Uvi Ad `¨ wdwjcvBÝ, Ges 
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collections of the Bangladesh National Museum, 

the Cultural Centre of the Philippines and the 

Metropolitan Museum of Manila, among others. 

ROMULO OLAZO
(b. 1934 in Batangas, the Philippines; d. 2015 in Manila, the 

Philippines)

Romulo Olazo was one of the most prolific 

abstract artists of the Philippines, whose 

paintings and print work is known for its ethereal, 

diaphanous quality. A key member of the second 

generation of Filipino modernists, Olazo often 

worked alongside his contemporaries such as 

Fernando Modesto and Roberto Chabet at 

Workshop 101, a printmaking studio he set up. 

Olazo joined the University of Santo Tomaso, 

Manila as a student in 1951. During the mid-

50s, he worked as an illustrator on Tagalog 

Klasiks and Oriental Komiks at Ace Publications, 

before becoming art director at the Philippine 

Adversiting Counselors. Olazo has participated 

in the Asian Art Show, Fukuoka, Japan (1980); 

Philippine Abstract Art, Cultural Centre of the 

Philippines, Manila (1978); Sao Paolo Bienal, 

Brazil (1973); Tokyo Prints Biennale, Japan (1976) 

and has held numerous solo at the Cultural 

Centre of the Philippines (1974, 1981,1982). A 

retrospective at the Ayala Museum (2009) and 

the posthumous show, Olazo: Large Scale (2017), 

at the CCP were held in his honour.). His work 

is included in the collections of the Bangladesh 

National Museum, the Cultural Centre of the 

Philippines, Malacañang, and the Metropolitan 

Museum of Manila, among others. 

†g‡UªvcwjUvb wgDwRqvg Ad g¨vwbjv mn †ekwKQz 
RvqMvi msMÖ‡n Zvui KvR AšÍf©z³ Kiv Av‡Q|

‡ivgy‡jv Ijv‡Rv
(Rb¥: 1934, evUvbMvm, wdwjcvBb; g…Z¨z: 2015, 
g¨vwbjv, wdwjcvBb)
‡ivgy‡jv Ijv‡Rv wQ‡jb wdwjcvB‡Ýi Ab¨Zg 
D™¢veb¶gZv m¤úbœ A¨ve÷ªv± wkíx| Zvui †cBw›Us 
Ges wcÖ›U¸‡jv Zv‡`i MMbPvix Ges ¯^”Q ˆewk‡ó¨i 
Kvi‡Y RbwcÖq| wdwjcvB‡bi gWvwb©÷‡`i wØZxq 
cÖR‡b¥i Ab¨Zg m`m¨ Ijv‡Rv cÖvqB KvR K‡i‡Qb 
dvb©v‡Ûv g‡W‡÷v Ges iev‡U©v k¨v‡e‡Ui gZ Zvui 
mgmvgwqK wkíx‡`i mv‡_, Zvui wcÖ›U ˆZwii ÷zwWI 
IqvK©kc 101 G| Ijv‡Rv BDwbfvwm©wU Ad mv‡›Uv 
Ugv‡mv, g¨vwbjvq 1951 mv‡j QvÎ wn‡m‡e †hvM`vb 
K‡ib| ‘50 Gi `k‡Ki ga¨fv‡M wZwb KvR K‡i‡Qb 
GBm cvewj‡Kk‡Ýi UvMvjM K¬vwm· Ges Iwi‡q›Uvj 
Kwg‡·i cÖ”Q`wkíx wn‡m‡e| Gici wZwb wdwjcvBÝ 
A¨vWfvU©vBwRs KvD‡Ýjm-Gi cwiPvjK wn‡m‡e 
†hvM`vb K‡ib| Ijv‡Rv Gwkqvb AvU© †kv, dzKzIKv, 
Rvcvb (1980); wdwjcvBb A¨ve÷ªv± AvU©, KvjPvivj 
†m›Uvi Ad `¨ wdwjcvBÝ, g¨vwbjv (1978); mvI 
cvI‡jv we‡qbvj, eªvwRj (1973); †UvwKI wcÖ›Um 
we‡qbv‡j, Rvcvb (1976) G AskMÖnY K‡ib Ges 
KvPvivj †m›Uvi Ad wdwjcvB‡Ý GKvwaK GKK 
cÖ`k©bx (1974, 1981, 1982) Av‡qvRb K‡ib| 
GQvovI Avqvjv wgDwRqvg (2009) G Zvi m¤§v‡b 
GKwU ‡i‡Uªv‡¯úKwUf (f‚Zv‡cw¶K cÖ`k©bx) Ges 
Ijv‡Rv: jvR© †¯‹j (2017) wk‡ivbv‡g KvjPvivj 
†m›Uvi Ad `¨ wdwjcvB‡Ý Zvui ¯§i‡Y GKwU 
gi‡YvËi Abyôvb Av‡qvwRZ nq| Zvui KvR evsjv‡`k 
RvZxq Rv`zNi, KvjPvivj †m›Uvi Ad `¨ wdwjcvBÝ, 
KvjPvivj †m›Uvi Ad `¨ wdwjcvBÝ, gvjvKvbvs, 
Ges †g‡UªvcwjUvb wgDwRqvg Ad g¨vwbjv mn 
†ekwKQz RvqMvi msMª‡n i‡q‡Q|
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Photo courtesy of the Fukuoka Asian Art Museum. 
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LIFT

OTI SHAMPROTIK 
AMRA
Sabih-ul-Alam
Tajul Islam
Syed Enayet Hossain
Abul Mansur
Chandra Shekhar Dey
Mohammad Shawkat
Haider
Rafiqul Islam

A UTOPIAN STAGE:
Below the levels where 

differences appear
CURATED BY VALI MAHLOUJI

INFO DESK

MALE 
WASHROOM

PRAYER SPACE

Yona Friedman

Rasheed Araeen
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ASIAN ART BIENNIAL IN CONTEXT

FEMALE 
WASHROOM

LIFT

A UTOPIAN STAGE 
BY VALI MAHLOUJI

ONE HUNDRED THOUSAND 
SMALL TALES

CURATED BY SHARMINI 
PEREIRA 

BEARING POINTS
CURATED BY 

DIANA CAMPBELL 
BETANCOURT

Seher Shah & Randhir Singh Raqib Shaw

Neha Choksi

Ho Tzu Nyen

Ursula Biemann

BMW LOUNGE

MALE 
WASHROOM

Subas Tamang

EDUCATION
PAVILION

Jagath Weerasinghe

Chandraguptha Thenuwara

Muhanned Cader

W.J. G Beling

Aubrey Collette

Arjuna Gunaratne

LakiSenanayake

T. Shanaathanan

A. Mark 

Cassie Machado 

Muhanned Cader

Stephen Champion

Lalene JayamaneT. Shanaathanan

Kannan Arunasalam

ENTRY

Omer Wasim & Saira Sheikh

Gan Chin Lee

Liu Xiaodong

Nabil Rahman
Kamruzzaman 
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Yasmin Jahan 
Nupur

Charles Lim

Shahidul Alam

Lucy Raven

Anoka Farruqee

Ramesh Mario 
Nithiyendran

Andrew Ananda
Voogel

Hitman Gurung Minam Apang

Nilima Sheikh

Ayesha JatoiSonia Jabbar

Gauri Gill

Shahid Sajjad

Pablo Bartholomew

Munem Wasif

Joydeb Roaja

Htein Lin

Veer Munshi

Kanak Chanpa 
Chakma

Soe Yu Nwe

Amin Taasha

Jakkai Siributr

Khadim Ali
Prabhakar Pachpute

Gan Chin Lee
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SAMDANI ART AWARD 2018
CURATED BY 

SIMON CASTETS

Hera
Buyuktasciyan

SAMDANI ART AWARD 2018
CURATED BY 

SIMON CASTETS

Lala Rukh

Ayesha Sultana

Desmond Lazaro

Amie Siegel

Muzharul Islam
Isamu Noguchi

Seher Shah

Zarina Hashmi Mohammad 
Kibria

Novera Ahmed

Amie Siegel

Buckminster 
Fuller

SEMINAR 
ROOM

Mizanur Rahman Chowdhury

Marzia Farhana Asfika Rahman

Reetu SattarArpita Singh Lopa

Palash Bhattacharjee

Debasish Shom Ahmed Rasel

Opper Zaman

Shikh Sabbir Alam

Rakib Ahmed

MALE 
WASHROOM

ENTRY

Nabil Ahmed

Garima Gupta

Moelyono
Garima Gupta

Dilara Begum 
Jolly

Sawangwongse 
Yawnghwe

Apichatpong 
Weerasethakul

Nguyen Trin Thi

Sheelasha RajbhandariZamthingla Ruivah

Mrinalini Mukherjee

Cian Dayrit

Cian Dayrit

Apichatpong Weerasethakul &
Chai Siris

Anida Yoeu Ali

Joydeb Roaja

Nguyen Trin Thi

Ampannee Satoh

Anida Yoeu Ali

Munem Wasif 

Su Yu Hsien

Manish Nai 

Ines Doujak

Jiun-Yang Li

Jiun-Yang Li
Thao-Nguyen Phan

Thao-Nguyen Phan

Simryn Gill

Charles Lim

Daniel Boyd

Ming Wong

Malala 
Andrialavidrazana

Nontawat 
Numbenchapol

Jakrawal 
NilthamrongTaloi Havini

Art Labour

Rashid Choudhury Thao-Nguyen Phan

Noberto Roldan

Lavanya Mani

Tuguldur Yondonjamts

Truong Công Tùng

Paul Pfeiffer

Ines Doujak

Lantian Xie

Lavanya ManiSheela Gowda
Praneet Soi

Trevor Yeung

Simon Soon

Joel Andrianomearisoa

Raja Umbu

Idas

FEMALE 
WASHROOM

LIFT
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EXPRESSION OF TIME
CURATED BY 

MOHAMMAD MUNIRUZZAMAN

SAMDANI ARTIST–LED 
INITIATIVES FORUM

SHILPAKALA OFFICE

SHILPAKALA OFFICE

Uronto

MALE 
WASHROOM

WASHROOM

FEMALE 
WASHROOM

LIFT

Auditorium

Jog Art Space

Gidree Bawlee

Charupith

Akaliko

Daagi Art Garage

Hill Artist Group
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Artpro

Shako

Shoni Mongol 
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ENTRY
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Zihan Karim

STAGE

Zuleikha 
Chaudhari

DHAKA ART SUMMIT 
OFFICE
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DIANA CAMPBELL BETANCOURT
ARTISTIC DIRECTOR 
AND CHIEF CURATOR
Diana Campbell Betancourt is the Chief 

Curator of the Dhaka Art Summit (2014, 2016, 

2018) and Artistic Director 

of Dhaka-based Samdani Art 

Foundation, Bangladesh and 

Bellas Artes Projects, Bagac and 

Manila, Philippines. Betancourt 

has developed DAS into a leading 

research and exhibitions platform 

for art from South Asia, bringing 

together artists, architects, 

curators, and writers from across 

South Asia through a largely 

commission based model where 

new work and exhibitions are born 

in Bangladesh. She holds a BA form Princeton 

University and has been a Fellow at the Henry 

Moore Institute, Fukuoka Asian Art Museum, 

and FRAC Champagne-Ardenne. Holding a 

minor in Chinese language and cultur, she co-

curated the Mumbai City Pavilion at the 2012 

Shanghai Biennale. In 2016 she was nominated 

for the biannual Independent Curators 

International Independent Vision Curatorial 

Award and was a part of MoMA’s International 

Curatorial Institute. She is currently advising 

the Museum of Contemporary Art Chicago, the 

FRONT Triennial in Cleveland, and Queensland 

Art Gallery and Gallery of Modern Art in 

Brisbane on upcoming exhibitions and was 

an advisor to the 2015 New Museum Triennial 

Surround Audience. She chairs the board of the 

Mumbai Art Room, one of India’s leading non-

CURATORS

Wvqvbv K¨vg‡ej ‡eUvb‡Kvi 
wkí cwiPvjK I c«avb wKD‡iUi 
Wvqvbv K¨vg‡ej ‡eUvb‡Kvi (Rb¥ 1984, jm G‡Äjm) 
eZ©gv‡b XvKv AvU© mvwgU (2014,2016, 2018) Gi 
c«avb ZË¡veavqK, Ges mvg`vwb AvU© dvD‡Ûkb  Ges 

GQvovI, wZwb wdwjcvB‡bi evMvK 
G Aew¯’Z ‡ejvm Av‡U©m c«‡R± Gi 
wkí cwiPvjK I gy¤^vB AvU© iyg ‡evW© 
Gi mfvcwZ | wZwb XvKv AvU© mvwg 
†K  `w¶Y Gwkqvi GKwU Ab¨Zg e…
nr M‡elYv I c«`k©bxi cøvUdg© wn‡m‡e 
cÖwZwôZ K‡i‡Qb| GLv‡b `w¶Y Gwkqvi 
wewfbœ AÂ‡ji wkíx, ¯’cwZ, wKD‡iUi 
Ges †jLK‡`i GK K‡i g~jZ Kwgkb 
wfwËK bZzb wkí I cÖ`k©bxi DØ‡avb nq| 
evsjv‡`‡ki cvkvcvwk wZwb ‡ejvm Av‡U©m 
c«‡R± bvgK g¨vwbjv I evZv‡b Aew¯’Z 
GKwU AvšÍR©vwZK †iwm‡WwÝ I c«`k©bxi 

cÖwZôvb| 2016 †Z wZwb wØevwl©K BwÛ‡c‡Û›U wKD‡iUm 
B›Uvib¨vkbvj wfkÝ wKD‡i‡Uvwiqvj A¨vIqv‡W©i Rb¨ 
g‡bvbxZ nb Ges †gvgv Gi B›Uvib¨vkbvj wKD‡i‡U-
vwiqvj BÝwUwUDU Gi Ask wn‡m‡e wQ‡jb| †eUvb‡Kvi 
wgDwRqvg Ad Kb‡U‡¤úvivwi AvU©, wkKv‡Mv ; `¨ wbD 
wgDwRqvg, wK¬fj¨vÛ Gi `¨ d«›U U«vB‡bqvj Ges `yevB 
Gi Avj‡mK©vj GwfwbD ‡Z `w¶Y Gwkqv Zv‡`i c«`k©bx-
¸‡jv‡Z ¯’vb ‡`qvi Rb¨ civgk©K wn‡m‡e ØvwqZ¡ K‡i‡Qb 
Ges ‡gvgvi wm g¨vc G Zvi M‡elYv c«Kvk K‡i‡Qb| 
2018 Gi ‡k‡l wm‡j‡U ‡h Avmbœ kÖx nÆ mvg`vwb fv¯‹h© 
cvK© I AvU© ‡m›Uvi D‡™¢veb n‡Z hv‡”Q ‡mUvi Rb¨ 
eZ©gv‡b KvR Ki‡Qb| K¨vwj‡dvwb©qvi jm G‡Ä‡j‡m 
Rb¥v‡bv  ‡eUvb‡Kvi wc«ÝUb wek¦we`¨vj †_‡K  mœvZK 
AR©b K‡i‡Qb| c«kvšÍ gnvmvMixq Øx‡ci ¸gnvb (Myqvg) 
Gi P¨v‡gviæ (Pv‡gv‡iv) eskai Ges 2018 mv‡ji wWG-
Gm-G Avw`evmxi Ges ‡ejvm Av‡U©m ‡c«v‡R‡±i GKwU 
cø¨vUd‡g©i c«eZ©b ïiy nq Zvi e¨w³MZ Ae¯’vb †_‡K| 



540

profit art spaces. In addition to her exhibitions 

making practice, Betancourt is responsible 

for developing the Samdani Art Foundation 

collection ahead of opening the foundation’s 

permanent home, Srihatta, opening in Sylhet at 

the end of 2018. Her writing has been published 

by Mousse, Frieze, Art in America, TAKE on 

art, and many other leading publications.  

Betancourt is of Chamoru (Chamorro) ancestry 

from the Pacific Island of Guåhan (Guam) and 

her introduction of a platform for indigenous 

discourse at DAS 2018 and at Bellas Artes 

Projects stems from this personal position.

AMARA ANTILLA
Amara Antilla is an Assistant Curator at the 

Solomon R. Guggenheim Museum, New 

York where she assisted on 

the retrospectives of Monir 

Farmanfarmaian (2015), V. S. 

Gaitonde (2014), and Lee Ufan 

(2011). She is also part of the 

curatorial team responsible for 

acquisitions and exhibitions 

focusing on contemporary art from 

South and Southeast Asia, Latin 

America, and the Middle East and 

North Africa under the auspices 

of the Guggenheim UBS MAP 

Global Art Initiative. She is one of the organizing 

curators for the Latin American Circle, which 

supports programmeming and acquisitions 

related to modern and contemporary art from 

Latin America. Antilla was awarded an Asian 

Cultural Council grant for Art History (2015-16) 

and served as curatorial adviser for Rewind at 

the Dhaka Art Summit (2016). She studied Art 

History at Tufts University and the School of the 

Museum of Fine Arts, Boston and is currently 

pursuing graduate work in Art History at Hunter 

College at the City University of New York 

(CUNY).

Avgviv Avw›Ujv
Avgviv Avw›Ujv wbDBq‡KiÖ m‡jvgb Avi. 
¸‡MbnvBg wgDwRqv‡gi GKRb mnKvix 

wKD‡iUi, †hLv‡b wZwb gwbi 
dvigvbdvigvBqvb(2015), wf.Gm. 
MvB‡Zv‡Û(2014), Ges wj Ddvb 
(2011) Gi †i‡UÖv‡¯úw±f G 
mn‡hvwMZv K‡ib| wZwb ¸‡MbnvBg 
BDweGm g¨vc †Møvevj Bwbwk‡qwUf 
Gi c…ô‡cvlKZvq ˆZwi GKwU 
wKD‡iUwiqvj `‡j i‡q‡Qb- hviv 
`w¶Y Ges `w¶Yc‚e© Gwkqv, jvwZb 
Av‡gwiKv, Ges ga¨cÖvP¨ Ges 
DËi AvwdÖKv wb‡q cÖ`k©bx¸‡jv 

Ges AwaMÖnbmg‚n wb‡q KvR K‡i| wZwb jvwZb 
Av‡gwiKv mv‡K©‡ji Rb¨ Av‡qvRK wKD‡iUi‡`i 
g‡a¨ GKRb hviv jvwZb Av‡gwiKvi gWvY© Ges 
K‡›U‡¤úvivwi AvU© wb‡q wewfbœ †cÖvMvg Ges 
AwaMÖnbmg‚n‡K mn‡hvwMZv cÖ`vb K‡i _v‡Kb| 
Avw›Ujv Gwkqvb KvjPvivj KvDwÝj Mª¨v›U di 
AvU© wn‡÷vix (2015-16)-G czi®‹…Z nb Ges 
XvKv AvU© mvwgU (2016)-G wiIqvBÛ Gi Rb¨ 
wKD‡iUwiBqvj Dc‡`óv wn‡m‡e KvR K‡ib| wZwb 
UvdUm BDwbfvwm©wU Ges †ev÷‡bi `¨ ¯‹zj Ae `¨ 
wgDwRqvg Ae dvBb AvU©m-G wkíKjvi BwZnvm 
wb‡q covïbv K‡ib| eZ©gv‡b wZwb wbEBq‡K© wmwU 
BDwbfvwm©wUi nv›Uvi K‡j‡R mœvZK Ki‡Qb|  
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COSMIN COSTINAS 
Cosmin Costinas is the Director of Para Site, 

Hong Kong. He was co-curator of the 10th 

Shanghai Biennale (2014-2015), Curator of BAK, 

Utrecht (2008- 2011), co-curator of the 1st Ural 

Industrial Biennial, Ekaterinburg (2010) and 

Editor of documenta 12 Magazines (2005–2007). 

At Para Site, Costinas oversaw the institution’s 

relocation to a new home in 2015 and curated: 

Afterwork (with Freya Chou, Inti Guerrero, and 

Qinyi Lim, 2016); The World is Our Home. A 

Kmwgb Kw÷bv
Kmwgb Kw÷bv nsKs-Gi cviv mvB‡Ui cwiPvjK| 
wZwb 10g mvsnvB we‡qbvj Gi †Kv-wKD‡iUi 
(2014-2015), weG‡K D‡Uª± Gi wKD‡iUi 
(2008-2011), G‡KUvwibevM© Gi cª_g Divj 
BÛvw÷ªqvj weqvwbqv‡ji  †Kv-wKD‡iUi (2010) 
Ges WKz‡g›Uv-12 g¨vMvwRb¸‡jvi m¤cv`K wQ‡jb 
(2005-2015)| c¨vivmvB‡U, Kw÷bv 2015 
mv‡j GKwU bZzb evwo‡Z cÖwZôv‡bi ¯’vbvšÍi 
K‡ib, Ges wKD‡iU K‡ib: Avd&Uvi IqvK© (†d«qv 
‡PŠ, BwšÍ ¸‡q‡i‡iv Ges wPb&-B wjg Gi mv‡_, 

ALEXIE GLASS-KANTOR 
Alexie Glass-Kantor  is a curator and writer, 

Executive Director, Artspace, Sydney and 

Curator, Art Basel | Hong Kong 

(2015–2019). In her role at Artspace 

she supports the commissioning 

of contemporary art,  publishing 

initiatives, and research residencies 

for artists and  curators.  Since 1999 

she has curated or co-curated over 

one hundred  exhibitions across 

independent spaces, collecting 

institutions,  biennials  and festivals, 

collaborating with international 

artists across generations to develop 

projects. Glass-Kantor has developed extensive 

curatorial projects in the Asia Pacific Region 

throughout her career, and has instigated 

ambitious exchanges and collaborations in South 

Korea, China, Indonesia, Singapore, Australia, 

New Zealand, Japan and Malaysia. She is Chair, 

Contemporary Art Organisations Australia 

(CAOA); on the academic board of the National 

Art School, Sydney; and the advisory board of 

the Museum of Contemporary Art and Design 

(MCAD), De La Salle College of Saint Benilde, 

Philippines. Glass-Kantor  contributes regularly 

to international journals, symposia and forums. 
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DEVIKA SINGH
Devika Singh is an art historian, critic and curator 

based in Paris. She is an affiliated 

scholar at the Centre of South 

Asian Studies of the University 

of Cambridge and a member of 

the Global Art Prospective at 

the Institut National d’Histoire 

de l’Art (INHA) in Paris. She is 

currently writing a book on artistic 

practices in post-independence 

India for Reaktion Books. Singh 

holds a PhD from the University 

Poem on Abstraction (with Inti Guerrero, 2015-

2016); Sheela Gowda (2015); 

the conference ‘Is the Living 

Body the Last Thing Left Alive? 

The new performance turn, its 

histories and its institutions’ 

(with Ana Janevski, 2014); Great 

Crescent: Art and Agitation in 

the 1960s— Japan, South Korea, 

and Taiwan (with Doryun Chong 

and Lesley Ma, toured at the 

Mori Art Museum, Tokyo, 2013-

2015 and MUAC, Mexico City, 

2016); A Journal of the Plague 

Year (with Inti Guerrero, toured at The Cube, 

Taipei; Arko Art Center, Seoul; and Kadist Art 

Foundation and The Lab, San Francisco; 2013-

2015); Taiping Tianguo, A History of Possible 

Encounters: Ai Weiwei, Frog King Kwok, Tehching 

Hsieh, and Martin Wong in New York (with 

Doryun Chong, toured at SALT, Istanbul; NUS 

Museum, Singapore; eflux, New York; 2012-2014), 

a.o. At BAK, he curated Spacecraft Icarus 13. 

Narratives of Progress from Elsewhere (2011).  

2016); `¨ Iqvì© BR AvIqvi †nvg| G c‡qg 
Ab A¨ve÷ªvKkb (BwšÍ ¸‡q‡i‡iv 
Gi mv‡_, 2015-2016); wkjv 
†MŠov (2015); BR `¨ wjwfs ewW `¨ 
jv÷ w_s †jd&U A¨vjvBf? `¨ wbD 
cvidi‡gÝ Uvb©, BUm& wnw÷ªR GÛ 
BUm& BÝwUDkbm&  kxl©K m‡¤§jb 
(A¨vbv R¨v‡bw¯‹ Gi mv‡_, 2014); 
†MÖU wµ‡m›U:AvU© GÛ GwR‡Ukb Bb 
`¨ bvBbwUb wm·wUR&- Rvcvb, `w¶Y 
†Kvwiqv, Ges ZvBIqvb ( ‡`viBqyb 
Ps Ges †jmwj gv Gi m‡½, †UvwKIÕi 
†gvwi AvU© wgDwRqv‡g,2013-2015 
Ges †gw·‡Kv wmwUÕi GgBDGwm, 

2016 G hv mdi K‡i); G Rvb©vj Ae `¨ ‡cøM 
Bqvi (BwšÍ ¸‡q‡i‡ivi Gi mv‡_, `¨ wKDe, 
ZvB‡cB; Av‡K©v AvU© †m›Uvi, wmDj; Ges K¨vwW÷ 
AvU© dvD‡Ûkb Ges `¨ j¨ve, mvbd«vwÝm‡Kv; 
2013-2015); ZvBwcs wZqvs¸‡qv G wn‡÷vwi 
Ae cwmej GbKvD›Uvim: AvB DB DB, dªM wKs 
‡KŠK, †ZnwKb †nm Ges wbD Bq‡K©i gvwU©b Iqvs 
(‡`viBqyb Ps Gi mv‡_, hv GmGGjwU, B¯Ívbeyj; 
GbBDGm wgDwRqvg, wm½vcyi; B-d¬v·, wbD BqK©, 
2012-2014 G mdi K‡i), weG‡K-‡Z _vKvKv‡j 
wZwb †¯úmµvdU BKviæm 13, b¨v‡iwUfm Ae 
cÖ‡MÖm d«g Gjm&nq¨vi (2011) wKD‡iU K‡ib|

‡`weKv wms

‡`weKv wms GKRb wk‡íi BwZnvmwe`, 
mgv‡jvPK Ges wKD‡iUi whwb `w¶Y 
Gwkqv‡K †K›`ª K‡i ‰ewk¦K AvaywbKZv 
cybM©Vb wb‡q KvR K‡ib| wZwb 
†m›Uvi Ajg›` `Õwn‡÷vqv ‡` j’AvZ©, 
c¨vwim (g¨v· I‡qevi dvD‡Ûk‡bi) 
Gi GKRb †d‡jv Ges †KgweªR 
wek¦we`¨vj‡qi mvD_ Gwkqvb ÷vwWR 
†m›Uv‡ii GKRb Aby‡gvw`Z ¯‹jvi 
Ges c¨vwi‡m Bbw÷UyU b¨vkbvj 
`Õwn‡÷vqvi ‡` j’AvZ© (AvBGbGBPG) 
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of Cambridge and was the Smuts research 

fellow at its Centre of South Asian Studies. 

She has also held a fellowship at the Centre 

allemand d’histoire de l’art (Max Weber 

Foundation), an AHRC fellowship at the Kluge 

Center, Library of Congress, Washington DC, 

a Deutscher Akademischer Austausch Dienst 

(DAAD) fellowship at the Freie Universität, 

Berlin, and an André Chastel fellowship at the 

French Academy at Rome (Villa Medici). She 

has published extensively in journals, exhibition 

catalogueues and magazines including Third 

Text, Journal of Art Historiography, Art History, 

Modern Asian Studies, frieze, Art Press and 

Take on Art and is currently working on several 

exhibitions on modern and contemporary art in 

South Asia.

KATYA GARCÍA-ANTÓN
Katya García-Antón is an English-Spanish curator, 

and Director of The Office for Contemporary 

Art Norway (OCA). García-

Antón has been affiliated with 

several major international 

art institutions, including the 

Centre d’Art Contemporain, 

Geneva; the Museo Nacional 

Centro de Arte Reina Sofía, 

Madrid; the Museu d’Arte 

Moderno de São Paulo, Brazil; 

the Institute of Contemporary 

Art, London. García-Antón has 

had many curatorial triumphs, 

she contributed to the Spanish 

Pavilion at the Venice Biennale in 2011, the 

flagship exhibition of the very first edition of the 

Qa- landiya International Biennial in Palestine 

in 2012 and was the curator for the Norwegian 

Pavilion at 56th Venice Biennale 2015.

Gi  `¨ †Møvevj AvU© cÖ‡¯úKwU‡fi m`m¨ | wZwb 
eZ©gv‡b wiqvKkb eyKm-Gi Rb¨ ¯^vaxbZv-DËi 
fvi‡Zi wkíPP©vi GKwU eB wj‡L‡Qb| ‡`weKv 
wms †KgweªR wek¦we`¨vj‡q wcGBPwW K‡ib Ges 
†Kgweª‡Ri mvD_ Gwkqvb ÷vwWR †m›Uv‡ii ¯§vrm 
wimvP© †d‡jv wQ‡jb| Zvi Szwj‡Z i‡q‡Q K¬vR 
†m›Uvi, jvB‡eªwi Ae Ks‡MÖm, IqvwksUb wWwm †_‡K 
GKwU GGBPAviwm †d‡jvwkc, evwj©‡bi dªv‡qv 
BDwbfvwm©wU †_‡K W‡qPvi AvK¨v‡Wwgkvi A÷vP& 
wWb&÷ (wWGGwW) Gi †d‡jvwkc Ges †iv‡gi 
‡d«Â GKv‡Wwg(wfjv †gwWwP) †_‡K AvBGbGBPG 
Gi Av‡›`ª P¨v‡¯Íj †d‡jvwk‡ci| wZwb wewfbœ 
Rvb©vj, cÖ`k©bx K¨vUvjM Ges  wd«h, AvU© †cÖm, 
†UK Ab AvU© Ges AvU© Gwkqv c¨vwmwdKmn wewfbœ 
g¨vMvwR‡b wek`fv‡e †jLv‡jwL K‡i‡Qb Ges 
`w¶Y Gwkqvi d‡UvMÖvwd Ges mgmvgwqK wk‡íi 
wewfbœ cÖ`k©bx‡Z eZ©gv‡b KvR Ki‡Qb|

KvwZqv Mvwm©qv-A¨všÍb
KvwZqv Mvwm©qv-A¨všÍb GKRb Bswjk-¯c¨vwbk 
wKD‡iUi, Ges Awdm di K‡›U‡¤úvivwi AvU©, 
biI‡q (IwmG) Gi cwiPvjK| Mvwm©qv-A¨všÍb †ek 

K‡qKwU AvšÍR©vwZK wkí cÖwZôv‡bi 
mv‡_ hy³ i‡q‡Qb| hvi g‡a¨ i‡q‡Q  
†m›Uvi `ÕAvZ© K‡›U‡¤cvivBb, 
†R‡bfv, gy‡mI b¨vwmIbvj ‡m‡š¿v 
†` Av‡Z© †iBbv †mvwdqv, gvw`ª`, 
gy‡mI `ÕAvP© g‡`i&‡bv ‡` mvI 
cvIjv, eªvwRj, `¨ Bbw÷wUDU Ae 
K‡›U‡¤úvivwi AvU,jÛb| wKD‡iUi 
wn‡m‡e Mvwm©qv-A¨všÍb A‡bK 
mdj,  2011 mv‡j wZwb †fwbm 
wiqvbv‡j ¯c¨vwbk c¨vwfwjq‡b, 
2012 mv‡j c¨vj÷vB‡bi Kv-
jvw›`qvi B›Uvib¨vkbvj we‡qbv‡ji 

cÖ_g ms¯‹i‡Y cÖavb cÖ`k©bx‡Z Ae`vb iv‡Lb 
Ges 2015 mv‡j 56Zg †fwbm wiqvbv‡j‡Z 
biI‡qwRqvb c¨vwfwjq‡bi Rb¨ wKD‡iUi wQ‡jb|
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MICHELLE NEWTON
Michelle Newton is the Deputy Director of 

Artspace and works as a curator-producer to 

support the commissioning of 

contemporary art projects. Prior 

to her appointment at Artspace 

she was the General Manager at 

Grantpirrie Gallery and worked 

with First Nations’ artists at 

Jilamara Arts on the Tiwi Islands 

(NT) and Jirrawun Arts in the East 

Kimberley (WA). She previously 

worked in media across editorial 

and business development for The 

Sydney Morning Herald. She has commissioned 

and produced new works for Artspace in 

partnership with peer institutions internationally 

such as Angelica Mesiti’s Relay League for Art 

Sonje Center (Seoul); Helen Johnson’s Warm 

Ties for ICA (London); Nicholas Mangan’s 

Ancient Lights with Chisenhale Gallery (London); 

Justene Williams’ A Curtain Breathed Deeply 

for Performa 15 Biennial (New York); Chicks on 

MARIA BALSHAW CBE
Maria Balshaw succeeded Sir Nicholas Serota 

as Director of Tate on 1 June 2017.  Previously, 

as Director of the Whitworth, Uni-

versity of Manchester and Man-

chester City Galleries, Maria was 

responsible for the artistic and 

strategic vision for each gallery. 

Maria was also Director of Cul-

ture for Manchester City Coun-

cil from 2013-2017. She is a board 

member of Arts Council England 

and was awarded a CBE in the 

Queen’s Birthday Honours for 

services to the arts in June 2015.
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MILOVAN FARRONATO
Milovan Farronato is Director and Curator 

of the Fiorucci Art Trust, for which he has 

developed the ongoing residential itinerant 

project Roadside Picnic and, 

since 2011, the yearly festival 

Volcano Extravaganza in 

Stromboli, which migrated to 

Naples in 2017 and will travel to 

Dhaka, Bangladesh this year. With 

Paulina Olowska he initiated, in 

2014, the symposium Mycorial 

Theatre in Rabka, Poland, which in 

2016 was held in São Paulo, Brazil. 

Further collaborations include the 

Magazine Sessions (2016) with the 

Serpentine Galleries. He also conceived The 

violent No! as part of the public programme 

of the 14th Istanbul Biennial, 2015. From 2005 

to 2012, he was director of the non-profit 

organisation Viafarini and curator at DOCVA 

Documentation Centre for Visual Arts, Milan. 

From 2006 to 2010 he was Associate Curator 

of the Galleria Civica di Modena. He was also 

professor of Visual Cultures at CLADEM, 

University IUAV, Venice, from 2008 to 2015. 

Selected exhibitions curated by Farronato 

include Nick Mauss, Illuminated Window, 

La Triennale and Torre Velasca, Milan; Lucy 

McKenzie’s first solo show in Italy, La Kermesse 

Héroïque at Fondazione Bevilacqua La Masa, 

Venice; Si Sedes Non Is at The Breeder Gallery, 

Athens, 2017; Prediction at Mendes Wood, DM 

wg‡jvfvb d¨v‡ivbv‡Zv
wg‡jvfvb d¨v‡ivbv‡Zv ÷Ö¤^wji wdiæw”P AvU© UÖv÷ 
Gi wW‡i±i Ges wKD‡iUi| eZ©gv‡b wZwb czbive…
wËg‚jK AvevwmK cÖKí †ivWmvBW wcKwbK Ges 

evwl©K Drme fév‡bv G·UÖvf¨v‡MÄv 
wb‡q KvR Ki‡Qb| cvDwjbv A‡jŠ¯‹vÕi 
mv‡_ wZwb †cvj¨v‡Ûi ivKev †Z 
gvq‡Kvwiqvj wV‡qUvi bv‡g GKwU 
wm‡¤úvwRqvg Pvjz K‡ib, hvwU GB eQi 
mvI cvI‡jviÕi kniZjx GwWwd‡mv 
†Kvcvb Gi GKwU AjvfRbK Ges 
mZš¿ AvU© †¯úm wc‡fv †Z mwi‡q †bqv 
n‡e| 2015 mv‡j 14Zg B¯Ívbezj 
we‡qwbqvj G cvewjK †cÖvMÖv‡gi Ask 
wnmv‡e `¨ fv‡qv‡j›U bv¤^vi! wPšÍv 
K‡i †ei K‡ib| c‚‡e© Zvi wewfbœ 

Ae¯’vO&¸‡jvi g‡a¨ i‡q‡Q- 2005 †_‡K 2012 
ch©šÍ wgjv‡bi AjvfRbK cÖwZôvb wfqvdvwiwb 
Gi cwiPvjK Ges wW IwmwfG WKz‡g‡›Ukb 
†m›Uvi di wfR¨z‡qj AvU©m Gi wKD‡iUi| 
2006 †_‡K 2010 ch©šÍ M¨vjvwi wmwfKv w` 
†gv‡`bv Gi A¨v‡mvwm‡qU wKD‡iUi wQ‡jb| 
2008 †_‡K 2015 ch©šÍ †fwb‡mi BDwbfvwm©wU 
AvBBDGwf(AvwK©‡UKPv‡ii D”P cÖwZôvb) 
Gi wfR¨z‡qj KvjPv‡ii cÖ‡dmiI wQ‡jb| 
d¨v‡ivbv‡ZvÖ wKD‡iU Kiv mv¤cÖwZK cÖ`k©bx¸‡jvi 
g‡a¨ i‡q‡Q- wcÖwWKk‡bU †g‡Ûm DW, wWGg mvI 
cvI‡jv, 2016; †fwb‡mi dÛvwRIb †ewfjv‡Kvqv 
jv gvmv-‡Z wcUvi WB‡Mi GKK cÖ`k©bx, 2015; 
jÛ‡bi †nvqvBU wKDweKj-G jzwm g¨v‡KwÄ 
Ges †Rv‡mwdb †iBk Gi Bw›Ug Bg wUg, 
2015; wgjv‡bi KvjvB‡Wv‡¯‹vc cÖ‡R± †¯úm-

Speed SCREAM and Volume | Another Art Book 

Fair with Printed Matter Inc (New York). She 

holds a Bachelor of Fine Arts (Honours) from the 

University of New South Wales | Art & Design 

and a Graduate Certificate in Finance from 

Curtin University of Technology.  
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SHABBIR HUSSAIN 
MUSTAFA
Shabbir Hussain Mustafa is Senior Curator 

at the National Gallery Singapore, where 

he currently heads the curatorial team and 

oversaw Between Declarations 

and Dreams, a long-term 

exhibition that surveys art about 

the region from the 19th century 

to the present day. From 2013-

2015, he was lead curator of 

Siapa Nama Kamu? (in Malay, 

What is Your Name?), the 

National Gallery’s other long-term 

exhibition that focuses on art 

in Singapore from the late 19th 

century onwards. Prior to joining 

the National Gallery, from 2007-

2013, he was Curator (South-Southeast Asia) at 

the National University of Singapore Museum 

(NUS Museum), where his approach centred 

on deploying archival texts as ploys in engaging 

different modes of thinking and writing. It was at 

the NUS Museum that he initiated the critically 

acclaimed accumulative projects Camping and 

Tramping through The Colonial Archive: The 

Museum in Malaya (2011-2013), The Sufi and 

The Bearded Man: Re-membering a Keramat 

in Contemporary Singapore (2010-2012), and 

kvweŸi †nv‡mb †gv¯Ídv
56 ‡fwbm we‡qbv‡j‡Z wkíx Pvj©m wjg B Bqs 
‡K wb‡q wm½vcyi c¨vwfwjI‡b mx ‡÷U bvgK 
cª`k©bx wKD‡iU K‡ib kvweŸi †nv‡mb †gv¯Ídv| 
wZwb b¨vkbvj M¨vjvix wm½vcy‡i wmwbIi wKD‡iUi 

wn‡m‡e i‡q‡Qb| ‡mLv‡b 
†gv¯Ídv GKwU wKD‡i‡Uvwiqvj 
wU‡gi cªavb wn‡m‡e `vwqZ¡ cvjb 
Ki‡Qb, hviv weUyBb wWK¬v‡ikb 
GÛ wWªg  bvgK GKwU `xN©‡gqv`x 
cª`k©bx hv 19 kZK ‡_‡K 
eZ©gvb hyM ch©šÍ GB AÂj‡K 
Rwic K‡i| 2013 ‡_‡K 
2015 ch©šÍ wZwb wmcv bvgv 
Kvgy? (gv‡j fvlvq, Avcbvi 
bvg wK?), b¨vkbvj M¨vjvixi 
Av‡iKwU `xN©‡gqv`x cª`k©bx hv 

19 kZ‡Ki ‡k‡li w`K ‡_‡K wm½vcy‡ii wk‡íi 
Dci Av‡jvKcvZ K‡i|  b¨vkbvj M¨vjvix‡Z 
‡hvM`v‡bi c~‡e© wZwb 2007 ‡_‡K 2013 ch©šÍ 
wm½vcy‡ii b¨vkbvj BDwbfvwm©wU Ad wm½vcyi 
wgDwRqv‡gi wKD‡iUi (`w¶Y-`w¶Y c~e© Gwkqv) 
wn‡m‡e Kg©iZ wQ‡jb| ‡mLv‡b wZwb AvK©vBfvj 
‡U·U‡K wewfbœ wPšÍv I ‡jLvq wKfv‡e Dc¯’vcb 
Kiv hvq, Zv wb‡q KvR K‡i‡Qb|

GbBDGm wgDwRqv‡g _vKvKv‡jB †gv¯Ídv 
mgv‡jvwPZ I cªkswmZ ‡cªv‡R±mg~‡ni KvR ïiæ 
K‡ib: K¨vw¤ús GÛ Uªvw¤ús _ªy `¨ K‡jvwbqvj 

São Paulo, 2016; Peter Doig’s solo exhibition 

at Fondazione Bevilacqua La Masa, Venice, 

2015; Christodoulos Panayiotou’s solo show at 

Kaleidoscope Project Space, Milan, 2014; and 

Arimortis at Museo del Novecento, Milan, co-

curated with Roberto Cuoghi, 2013. Milovan 

Farronato is part of the curatorial team of the 

fourth Dhaka Art Summit and also sits in the 

Development Committee of the Chisenhale 

Gallery in London.

G wµ‡÷v‡WŠ‡jvm cvbvB‡qv‡ZvÕi GKK cÖ`k©bx; 
Ges wgjv‡bi gz‡RI †`j b‡f‡m‡šÍv-G †ivev‡Z©v 
Kz‡qvwNÕi mv‡_ †Kv-wKD‡iU Kiv AqvwigiwZm, 
2013  
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co-conceived the experimental space prep 

room | things that may or may not happen 

(2012 - ongoing). In 2013, he curated In Search 

of Raffles’ Light | An Art Project with Charles 

Lim, a three-year collaboration with the artist 

that tracked the immaterial, mundane and 

irreconcilable traces surrounding Singapore’s 

fractured relationship with the sea. He curated 

SEA STATE with Lim for the Singapore Pavilion 

at the 56th Venice Biennale. Mustafa writes 

often, at times about the methodological 

considerations for the rethinking of curatorial 

practice in Singapore, and is a member of 

the International Association of Art Critics, 

Singapore Section.

AvK©vBf: `v wgDwRqvg Bb gvjqv (2011-
2013), `v mywd GÛ `v weqv‡W©W g¨vb: wi-
‡g¤^vwis G ‡KivgvZ Bb K‡›U‡¤úvivwi wm½vcyi 
(2010-2012) Ges  ‡hŠ_-fvebvq K‡i‡Qb 
G·‡cwi‡g›Uvj ‡¯úm ‡cªc iæg/w_sm `¨vU ‡g 
Ai ‡g bU n¨v‡cb| 2013 ‡Z wZwb wKD‡iU 
K‡ib Bb mvP© Ad iv‡djÕm jvBU/ Pvj©m 
wjg‡K wb‡q GKwU wZb eQ‡ii ‡Kvjv‡ev‡ikb, 
‡hLv‡b wkíx wm½vcy‡ii mv‡_ mgy‡Ïªi ‡f‡½ cov 
m¤ú‡K©i A‡hŠw³K, cvw_©e Ges AcªPwjZ wPý 
Lyu‡R ‡ewi‡q‡Qb| cªvqB Zvi ‡jLvq D‡V Av‡m 
wm½vcy‡ii wKD‡iUwiqvj Abykxjb cybwe©‡ePbv 
Kivi Rb¨ c×wZMZfv‡e wPšÍvfvebvi welq¸‡jv| 
AvšÍR©vwZK wkí mgv‡jvPK A¨v‡mvwm‡qkb Gi 
wm½vcyi ‡mKk‡bi m`m¨I wZwb|

SHARMINI PEREIRA
Sharmini Pereira is an independent international 

curator. She is the founder and director of 

Rakng Leaves and the Sri Lanka Archive of 

Contemporary Art, Architecure 

and Design. In 2017 she was 

appointed as Chief Curator, 

Lionel Wendt Memorial Fund 

Collection, Colombo. Selected 

curatorial projects include: 

Seven Conversations, Saskia 

Fernando Galllery, Colombo 

(2015);  Garden of Ideas – 

Contemporary Art from Pakistan, 

Aga Khan Museum, Toronto 

(2014); Abraaj Capital Art Prize, 

Dubai (2011), Singapore Biennale (2006) and 

New Approaches in Sri Lankan Contemporary 

Art, National Gallery Colombo (1994). Her 

writing has appeared in Marg Magazine, South 

East of Now, Mousse Magazine, Guggenheim 

online, Art Asia Pacific, Groundviews and 

Imprint amongst others. She was a judge for 

the 2017 Geoffrey Bawa Award for Architecture 

and currently lives and works in Sri Lanka and 

New York.

kwg©bx †c‡iBiv
wZwb AvšÍR©vwZKfv‡e ¯^xK…Z kÖxj¼vwfwËK 
`zwU cÖwZôvb ivKO wjfm, GKwU czi®‹viweRqx 

wKD‡iUwiqvj ms¯’v hv AvšÍR©vwZK 
wkíx‡`i mv‡_ eB cÖKvkbvi KvR 
K‡i Ges `¨ kÖxj¼v AvK©vBf Ae 
K‡›U‡¤úvivwi AvU©, AvwK©‡UKPvi 
GÛ wWRvBb Gi cÖwZôvZv Ges 
cwiPvjK| 2014 mv‡j, U‡iv‡›Uv‡Z 
Aew¯’Z AvMv Lvb wgDwRqv‡gi 
D‡Øvabx cÖ`k©bx‡Z Aw_w_ wKD‡iUi 
wn‡m‡e Mv‡W©b Ae AvBwWqvm-
K‡›U‡¤úvivwi AvU© dÖg cvwK¯’vb 
kxl©K GKwU cÖ`k©bx wKD‡iU K‡ib| 
2011 mv‡j, AveÖvR K¨vwcUvj 
AvU© cÖvBR Gi AvšÍR©vwZK AwZw_ 

wKD‡iUi wQ‡jb Ges 2006 mv‡j wZwb 1g 
wm½vczi we‡qbv‡j †Kv-wKD‡iU K‡ib| mvD_ B÷ 
Ae bvD, gzR g¨vMvwRb, ¸‡MbnvBg AbjvBb, AvU© 
Gwkqv c¨vwmwdK, MÖvDÛ wfDRmn wewfbœ cwÎKvq 
Zvi †jLv Qv‡c| wZwb Avmbœ 2017 wRI‡dÖ evDqv 
GIqvW© di AvwK©‡UKPvi Gi GKRb wePviK Ges 
eZ©gv‡b kÖxj¼v Ges wbDBq‡K© Ae¯’vb Ki‡Qb|
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VALI MAHLOUJI
Vali Mahlouji is a London-based curator, writer 

and is currently the independent curatorial 

adviser to the British Museum on its modern 

and contemporary Iranian collection. Recently 

his work includes guest curator at FOAM, 

Amsterdam, Kaveh Golestan – The Citadel; co-

curator at Musee d’Art Moderne de la Ville 

de Paris and MAXXI National Museum of XXI 

Century Arts, Rome, Unedited History: Iran 

1960–2014; curator Photo London, Somerset 

fvwj gvn‡jŠwR 
fvwj gvn‡jŠwR GKRb jÛb wbevmx wKD‡iUi, 
‡jLK Ges eZ©gv‡b weªwUk wgDwRqv‡gi gWvY© 
Ges K‡›U‡¤úvivwi Bivbx Kv‡jKkb Gi Dci 
¯^Zš¿ wKD‡iUwiqvj Dc‡`óv wn‡m‡e KvR 
Ki‡Qb| Zvi mshy³ nIqv mv¤cÖwZK KvRmg~‡ni 
g‡a¨ i‡q‡Q- GdIGGg, Avg÷viWvg, Kv‡fn 
‡Mv‡j¯Ívb-`¨ wmUv‡Wj Gi ‡Kv-wKD‡iUi; gy‡R 
`ÕAvZ© g`v‡b© ‡` jv wfj ‡` cvwn (c¨vwim) 
Gi ‡Kv-wKD‡iUi, GgG·G·AvB b¨vkbvj 
wgDwRqvg Ae Uy‡qw›U dvó© ‡PÂywi AvU©m, ‡ivg 

SIMON CASTETS
Simon Castets is the Director and Curator of 

the Swiss Institute, New York. Along with Hans 

Ulrich Obrist, he is also the co-

founder of the research project 

89plus, which investigates the 

generation of artists born with the 

introduction of the World Wide 

Web, and was first introduced 

at DLD13. He holds an MA in 

Curatorial Studies from Columbia 

University, New York and a MA 

in Cultural Management from 

Sciences Po, Paris. Recently, he 

co-curated the group exhibition 

Champs Elysées with Julie Boukobza and Nicola 

Trezzi, at Palais de Tokyo, Paris.

Other recent projects include a solo exhibition 

of Sarah Ortmeyer at Federico Vavassori, Milan, 

the group exhibitions Cherry Picking at Karma 

International, Zurich, A Stone Left Unturned at 

Yvon Lambert, Paris, and Aftermath at Taka 

Ishii Gallery, Kyoto. His writing has appeared 

in numerous catalogueues and periodicals 

including Mousse, PIN UP, Artforum, Flash Art 

and Kaleidoscope.

mvBgb K¨vm‡Um 
mvBgb K¨vm‡Um wbD Bq‡K©i myBm Bbw÷wUD‡Ui 

cwiPvjK Ges wKD‡iUi| nvÝ 
DjwiL
Iweª‡÷i mv‡_ wZwb M‡elYv 
cÖKí GBwÆbvBb-cøv‡mi mn-
cÖwZôvZvI wQ‡jb, hv wKbv 
Iqvì© IqvBW I‡qe Gi cwiPq 
‡R‡b Rb¥MªnbKvix wkíxcªRb¥‡K 
Z`viK K‡i, Ges hv wWGjwW 
13 ‡Z cª_g cªewZ©Z nq| wZwb 
wbD Bq‡K©i Kjvw¤^qv BDwbfvwm©wU 
‡_‡K wKD‡iUwiqvj ÷vwW‡Ri 
Dc‡i GgG wWwMª jvf K‡ib Ges 
c¨vwi‡mi mv‡q‡Ým ‡cv ‡_‡K 

KvjPv‡ij g¨v‡bR‡g‡›Ui Dc‡i GgG wWwMª 
jvf K‡ib| m¤cÖwZ wZwb c¨vwi‡mi c¨vjvB 
‡` ‡UvwKI ‡Z Rywj ‡eŠ‡Kve&hv Ges wb‡Kvjv 
‡Îw¾ Gi mv‡_ Mªyc Gw·wekb Gwj‡mBm ‡Kv-
wKD‡iU K‡ib| Zvi Ab¨vb¨ cªKí ¸‡jvi g‡a¨ 
i‡q‡Q wgjv‡bi ‡d‡`wi‡Kv fvfvmwi ‡Z mvivn 
IZ©‡gqvi Gi GKK cª`k©bx Ges Rywi‡Li Kg©v 
B›Uvib¨vkbvj G ‡Pix wcwKs, c¨vwi‡mi B‡qvfb 
j¨v¤^v‡U© G ‡÷vb ‡jdU AvbUvÛ© Ges wKD‡Zvi 
ZvKv Bkx M¨vjvwi‡Z AvdUvig¨v_ kxl©K `jMZ 
cª`k©bxmg~n|  gyR, wcb BDwc, AvU©‡dvivg, d¬¨vk 
AvU© Ges KvjvB‡Wv‡¯‹vcmn wewfbœ mvgwqKx Ges 
K¨vUvj‡M Zvi ‡jLvmg~n cªKvwkZ nq|  
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House, Prostitute 1975-77; curator Whitechapel 

Gallery, The Utopian Stage. 

Recent publications have appeared in 

Encyclopædia Iranica; Asia Society Museum; 

Abraaj Group Art Prize; Darat al 

Funun; Sharjah Biennial; National 

Museum of Contemporary Art, 

Athens; Delfina Foundation; the 

London Middle East Institute; 

City University of New York; The 

Guardian. His book, Perspectives 

on the Festival of Arts, Shiraz-

Persepolis is due in 2016. His 

theatrical playscript translations 

have been staged by the Royal 

Court Theatre, the Barbican 

Centre, Théâtre de la Bastille, La 

Colline, Paris, and Dublin Theatre Festival, and 

broadcast by the BBC.

He is the founder of Archæology of the Final 

Decade,  an ongoing research, curatorial and 

educational platform set up in 2010, which 

identifies, investigates and re-circulates 

significant cultural and artistic materials that have 

remained obscure, under-exposed, endangered, 

or in some instances destroyed. The first phase 

of this research has produced to exhibitions 

shown at Musée d’Art Moderne de la Ville de 

Paris, MAXXI, entitled, Restaging the Contested 

Space of the Festival of Arts, Shiraz-Persepolis 

(1967–77) Recreating Shahr-e No which centres 

around Kaveh Golestan’s photographs entitled 

Prostitutes (1975–77).

G Av‡bwW‡UW wnw÷«t Bivb 1960-2014 
Gi ‡Kv-wKD‡iUi; d‡Uv jÛb, mgvi‡mU 
nvDR, cªw÷wUDU 1975-77 Gi wKD‡iUi ; 
‡nvqvBUP¨v‡cj M¨vjvix, `¨ BD‡Uvwcqvb ‡÷R 

Gi wKD‡iUi | 
Zvi mv¤cÖwZK ‡jLvmg~n 
GbmvB‡K¬vwcwWqv BivwbKv, Gwkqv 
‡mvmvBwU wgDwRqvg, Aveªvh Mªyc 
AvU©  cÖvBR, `vivZ Avj dybyb, 
kvihvn we‡qwbqvj, b¨vkbvj 
wgDwRqvg Ae K‡›U‡¤úvivwi AvU©m, 
G‡_Ý, ‡Wjwdbv dvD‡Ûkb, `¨ 
jÛb wgWj B÷ BÝwUwUDU, wmwU 
BDwbfvwm©wU Ae wbD BqK©, `¨ 
MvwW©qvb G  cÖKvwkZ n‡q‡Q| Zvi 
eB cv‡¯ú©w±f Ab `¨ ‡dw÷fvj 
Ae AvU©m, wmivR-cvi‡m‡cvwjm 

mvg‡b cÖKvwkZ n‡e| Zvi Abyev` Kiv w_‡qwU«K¨vj 
‡cø-w¯ŒÞ¸‡jv i‡qj ‡KvU© w_‡qUvi, `¨ eviweKvb 
‡m›Uvi, w_‡qUvi ‡` jv evw¯Íj, jv Kwjb,c¨vwim 
Ges Wvewjb w_‡qUvi ‡dw÷fvj G gÂ¯’ n‡q‡Q 
Ges wewewm‡Z cªPvwiZ n‡q‡Q| wZwb 2010G 
MwVZ ÔAvwK©IjwR Ae `¨ dvBbvj wW‡KWÕ kxl©K 
M‡elYvag©x, wk¶vg~jK Ges wKD‡iUwiqvj GKwU 
Pjgvb cø¨vUdg© Gi cªwZôvZv, ‡hwU A¯úó, 
Pvcv c‡o _vKv, wecbœ A_ev ‡Kv‡bv ‡Kv‡bv 
‡¶‡Î aŸsmcªvß  wn‡m‡e i‡q hvIqv mvs¯‹…wZK 
Ges ‰kwíK ¸iæZ¡c~Y© g¨v‡Uwiqvj¸‡jv‡K wPwýZ 
K‡i, Z`viK K‡i Ges cybtmÂvwjZ K‡i| GB 
g¨v‡Uwiqvj¸‡jvi mvs¯‹…wZK ¯§…wZ Ges Av‡jvPbvq 
cybivq wPwýZ Kiv Ges GKÎxKiY wewfbœ mg‡qi 
‡mÝiwkc Ges wm‡÷‡gwUK c×wZ‡Z mwi‡q ‡`qvi 
¶q¶wZ¸‡jv wbeviY K‡i Ges BwZnvm I wk‡íi 
BwZnv‡mi dvuK¸‡jv c~iY K‡i| GB M‡elbvq 
Drcvw`Z cª`k©bxmgyn gy‡R `ÕAvZ© g`v‡b© ‡` jv 
wfj ‡` cvwn (c¨vwim), GgG·G·AvB, GbUvB‡Uì 
G AbywôZ nq ‡hLv‡b `¨ ‡dw÷fvj Ae AvU©m, 
wmivR-cvi‡m‡cvwjm(1967-77)-Gi ‡¯úmwU‡K 
cybivq gÂ¯’ K‡i Ges cªw÷wUDU(1975-77) 
bv‡g Kv‡fn ‡Mv‡j¯Ívb Gi d‡UvMªvd¸‡jv ¸‡jvi 
‡K‡›`ª ‡k‡ni-B ‡bv cybivq ‰Zwi K‡i|
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ABHIJAN GUPTA 
CURATORIAL ASSISTANT 
TO THE 
ARTISTIC DIRECTOR
Abhijan Gupta studied Art 

History at the Faculty of Fine 

Arts, MSU Baroda. He has 

previously worked with the 

Majlis Cultural Centre, Mumbai 

and the Asia Art Archive, New 

Delhi.

RUXMINI RECKVANA 
Q CHOUDHURY
ASSISTANT CURATOR
Ruxmini Choudhury is a Bangladesh 

based Assistant Curator for the Samdani 

Art Foundation. She works 

directly under Diana Campbell 

Betancourt to arrange seminars 

and international exhibitions.  As 

part of the Dhaka Art Summit 

team, she worked as a research 

assistant Daniel Baumann for the 
Samdani Art Award 2016 show, 
Diana Campbell Betancourt for 
the group show ‘Mining Warm 
Data and worked under Nada 
Raza in her group show The 
Missing One. In 2017, she curated the exhibition 
Entangled Reality at LLLLLL project space in 
Vienna, and undertook Art Mediation trainng in 
both Lucern, Switzerland and Kochi, India with 
Pro Helvetia - Swiss Arts Council, and will lead 
the Art Mediation programme at the Dhaka Art 
Summit 2018. Her work comprises of research 
on local artists, archiving and monitoring the 
Samdani Art Foundation Collection among 
others. She is also responsible for the Samdani 

AwfRvb ¸ß
wkí cwiPvjK Gi mnKvix 
ZË¡veavqK
Awfhvb ¸ß ev‡iv`vi GgGmBD Gi PviyKjv 
Abyl` ‡_‡K wkíKjvi BwZnvm wb‡q covïbv 
K‡i‡Qb| wZwb c~‡e© gvRwjk KvjPvivi ‡m›Uvi, 
gy¤^vB I wbD w`jøx‡Z `¨ Gwkqv AvU© AvK©vB‡fI 
KvR Ki‡Zb| 

iæ·wgwb wiKfvbv wKD ‡PŠayix
mnKvix wKD‡iUi
iæ•wgwb wiKfvbv wKD ‡PŠayix mvg`vwb AvU© dvD‡Ûk‡bi 
evsjv‡`k wfwËK mnKvix wKD‡iUi | wZwb ‡mwgbvi 
Ges AvšÍR©vwZK c«`k©bxi e¨e¯’v Kivi Rb¨ mivmwi 
wWqvbv K¨v¤ú‡ej ‡eUvb‡Kv‡ii Awa‡b KvR K‡i _v‡Kb| 
XvKv AvU© mvwgU `‡ji Ask wnmv‡e wZwb mvg`vwb AvU© 

A¨vIqvW© 2016  cÖ`k©bx‡Z W¨vwb‡qj 
evDg¨v‡bi Ges ÒgvBwbs Iqvg© WvUvÓ 
cÖ`k©bx‡Z Wvqvbv K¨vg‡ej ‡eUvb‡Kv‡ii 
mnKvix M‡elK wn‡m‡e Ges bv`v ivRvi 
Aax‡b Zvi Ò`¨ wgwms IqvbÓ cÖ`k©bx‡Z KvR 
K‡ib|  Zvi Kv‡Ri g‡a¨ i‡q‡Q ‡`kx wkíx-
‡`i Dci M‡elYv, mvg`vwb AvU© dvD‡Ûk‡bi 
msM«‡ni msi¶b I ch©‡e¶Y Kiv Qvov AviI 
wKQy| GQvovI wZwb mvg`vwb AvwU©÷-‡jW 
Bwbwk‡qwUf ‡dviv‡gi `vwqZ¡iZ| iæ·wgwb 
ZvQvovI wd«j¨vÝ wkí-welqK ‡jLK, M‡elK 

Ges ‡`vfvlx Abyev`‡Ki KvR K‡ib| wZwb wkí BwZnvm 
wel‡q weGdG XvKv wek¦we`¨vjq ‡_‡K 2014 mv‡j m¤úbœ 
K‡ib Ges BwZc~‡e© XvKv AvU© ‡m›Uv‡i B›UvY© wn‡m‡e wQ‡-
jb| Zvi Kywóqv, wSbvB`vn Ges gv¸iv ‡Rjvi Kviywk‡íi 
Dci M‡elYv ‡mZzPx K¨vUvjMt evsjv‡`k µ¨vdUm&, 
2014‡Z c«KvwkZ n‡q‡Q| wZwb GQvovI ‡K‡bwW-jyMvi 
Bqy_ G·‡PÄ A¨vÛ ÷vwW (YES) ‡c«vM«v‡gi GKRb 
A¨vjygbv Ges c~‡e© wewfbœ mgvR‡mev Ges hye ¶gZvqb 
Kg©Kv‡Ð RwoZ wQ‡jb| 

ASSISTANT CURATORS
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Artist Led-Initiatives Forum. Ruxmini also 
works as a freelance art writer, researcher 
and bilingual translator. She completed her 
BFA in Art History from University of Dhaka in 
2014 and previously interned at the Dhaka Art 
Center. Her research on the crafts of Kushtia, 
Jhenaidah and Magura district of Bangladesh 
has been published in Setouchi Catalogueue: 
Bangladesh Crafts, 2014. She is also an alumna 
of Kennedy-Lugar Youth Exchange and Study 
(YES) programme and was previously involved 
in many social service and youth empowerment 
activities.

DAS PRODUCTION 
TEAM
LT. COL. MD. NASIMUL ALAM 
RETD. 
CHIEF COORDINATOR DAS 2018
Colonel Nasim has been involved with the 

Dhaka Art Summit since 2016 when he acted as 

Chief of Security. For DAS 2018, he has acted as 

Chief Coordinator. After completing 26 Years of 

service in the Bangladesh Army, he 

joined the Golden Harvest Group 

as Head of Operations at Brain 

Train Studio Ltd, and now holds the 

position of Director.  

After completing his graduation 

from Bangladesh Army, Colonel 

Nasim served in various important 

Military position including secu-

rity of VVIPs, both at home, and 

abroad, and served as Peace-Keeper in Iraq and 

Kuwait. He later completed his MBA in Human 

Resource Management from a private university 

in Bangladesh.

‡jd‡Ub¨v›U K‡b©j ‡gvt bvwmgyj Avjg 
(Ae:) 
cwiPvjK, ‡e«Bb ‡U«Bb wK‡qwUf wjw-
g‡UW 
K‡b©j bvwmg 2016 mvj ‡_‡K XvKv AvU© mvwg‡Ui mv‡_ 
RwoZ Ges ZLb wZwb wbivcËv c«avb Gi `vwq‡Z¡ wQ‡jb| 
2018 Gi DAS G wZwb c«avb mgš^vqK wn‡m‡e `vwqZ¡ 

cvjb Ki‡eb| 26 eQi evsjv‡`k ‡mb-
vevwnbx‡Z PvKwi Kivi ci wZwb ‡Mv‡ìb 
nv‡f©÷ Mªy‡c ‡e«Bb ‡U«Bb wjwg‡UW Gi 
Acv‡ikbm c«avb wn‡m‡e ‡hvM`vb K‡ib 
Ges eZ©gv‡b wZwb ‡mUvi cwiPvjK c‡` 
envj i‡q‡Qb| evsjv‡`k ‡mbvevwnbx 
‡_‡K mœvZK m¤úbœ Kivi ci K‡b©j bvwmg 
wewfbœ ¸i“Z¡c~Y© mvgwiK c‡` `vwqZ¡ cvjb 
K‡ib| ‡hgb: ‡`k I we‡`‡k wfwfAvBwci 
wbivcËv mn, BivK I Ky‡q‡Z kvwšÍi¶x 
wn‡m‡e wZwb wb‡qvwRZ wQ‡jb| cieZ©x‡Z 
wZwb evsjv‡`‡ki GKwU c«vB‡fU wek¦we`¨v-

jq ‡_‡K wnDg¨vb wi‡mvm© g¨v‡bR‡g‡›U GgweG K‡ib| 
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EMILY DOLAN
DIRECTOR OF 
OPERATIONS AND 
EXTERNAL AFFAIRS
Emily Dolan is the Director of 

Operations and External Affairs. 

She originally trained as a visual 

artist and since 2002 has worked 

in art institutions, including five 

years at The Fine Art Society, her 

primary focus being contempo-

rary art. Since 2012 she has taken 

on production orientated roles in 

non-profit organisations and has coordinated 

exhibitions at the Hayward Gallery in London, 

The 55th Venice Biennale, Garage Centre of 

Contemporary Art and Culture, Moscow, and 

the Chalet Society, Paris.

MOHAMMAD SAZZAD HOSSAIN 
HEAD OF ADMINISTRATION
Mohammad Sazzad Hossian is the Head of 

Administration of the Samdani Art Founda-

tion. Sazzad has worked for the 

Samdani Art Foundation since 

2012 and has been a key member 

of the management team from 

the first edition of the Dhaka Art 

Summit, now moving into its 4th 

edition. He is responsible for the 

artistic production of DAS, along 

with the management of all teams 

on site. From the outset Sazzad 

has managed the production of 

major international artist projects, 

such as Shahzia Sikander, Rashid Rana and 

Haroon Mirza to name a few. Sazzad Hossain 

Gwgwj ‡Wvjvb
Acv‡ikÝ Ges G·Uvibvj 
A¨v‡dqvm© cwiPvjK

Gwgwj ‡Wvjvb Acv‡ikÝ Ges G·Uvibvj 
A¨v‡dqv‡m©i cwiPvjK| wZwb ïiy‡Z wPÎwkíx 
wn‡m‡e c«wk¶b wb‡qwQ‡jb Ges 2002 mvj 
‡_‡K wewfbœ wkí c«wZôv‡b KvR K‡i‡Qb, hvi 
g‡a¨ cvuP eQi `¨ dvBb AvU© ‡mvmv‡qwU‡Z, 
Ges Zvi g~j j¶¨e¯‘ mgKvjxb wkí| 
mv¤cÖwZK mg‡q wZwb wewfbœ AjvfRbK 
ms¯’vq c«‡hvRbvg~jK KvR K‡i‡Qb Ges 
jÛ‡bi ‡nBIqvW© M¨vjvix‡Z, 55 Zg ‡fwbm 

wØevwl©‡K, g‡¯‹vi M¨vivR ‡m›Uvi Ad K‡›U‡¤úvivwi AvU© 
A¨vÛ KvjPvi Ges c¨vwi‡mi P¨v‡jU ‡mvmv‡qwU‡Z c«`k©bx 
cwiPvjbv K‡i‡Qb|

‡gvnv¤§` mv¾v` ‡nv‡mb
c«kvmb c«avb
‡gvnv¤§` mv¾v` ‡nv‡mb mvg`vbx AvU© dvD‡Ûkb Gi 
c«kvmwbK c«avb| wZwb mvg`vbx AvU© dvD‡Ûkb Gi mv‡_ 

2012 ‡_‡K KvR Ki‡Qb Ges XvKv AvU© 
mvwgU Gi c«_g c«Kvkbvi e¨ve¯’vcbv wUg 
Gi GKRb ¸iyZ¡c~Y© m`m¨ wQ‡jb| eZ©gv‡b 
PZy_© c«Kvkbvi mv‡_I wb‡qvwRZ Av‡Qb| 
wZwb me¸‡jv wUg Gi e¨e¯’vcbvi cvkvcvwk 
DAS (XvKv AvU© mvwgU) Gi ‰kwíK Drcv`b 
Gi `vwq‡Z¡ envj Av‡Qb| ïi“ ‡_‡KB wZwb 
mvnwRqv wmKv›`vi,iwk` ivbv, nviyb wgR©v 
mn AviI e…nËi AvšÍR©vwZK wkíx c«K‡íi 
‡c«vWvKkb Gi KvR cwiPvjbv K‡i‡Qb| 
mv¾v` ‡nv‡mb ÷¨vg‡dvW© wek¦we`¨vjq ‡_‡K 
Bs‡iwR mvwn‡Z¨ we. G. I Gg. G K‡ib|
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EMMA SUMNER
HEAD OF PUBLICATIONS
Emma Sumner is the Head of Publications, Sam-

dani Art Foundation and Dhaka Art Summit, and 

an independent writer, researcher 

and lecturer. Originally trained as 

a visual artist, in 2010 Emma was 

awarded an Arts and Humanities 

Research Council Studentship to 

study Art History and Curating.  

During her study and since graduat-

ing Emma has worked with numer-

ous institutions and independent 

platforms, including Tate Liverpool, 

National Museums Liverpool and 

the Liverpool Biennale, she has lec-

tured at Liverpool John Moores University, The 

University of Salford and Wirral Metropolitan 

and contributes regularly to numerous interna-

tional platforms including, Art Agenda, Monopol 

Magazin and e-flux Conversations.  

NAWREEN AHMED
COMMUNICATIONS MANAGER
Nawreen Ahmed is working as Communica-

tions Manager for Samdani Art 

Foundation. She has worked as 

Junior Operations Officer for 

ME SOLshare Limited and taught 

Strategic Management and Busi-

ness English while she worked 

as a Lecturer for BiMS. She has 

completed her BBA from Heriot 

Watt University and MBA from 

Eastern University.

completed his M.A. and B.A. from Stamford 

University Bangladesh majoring in English 

Literature. 

Ggv mvgbvi
c«Kvkbv c«avb
Ggv mvgbvi mvg`vbx AvU© dvD‡Ûkb I XvKv AvU© mvwgU 
Gi c«Kvkbv c«avb Ges wZwb GKRb ¯^Zš¿ ‡jLK, M‡elK 
I c«fvlK| gyjZ GKRb wPÎwkíx wn‡m‡e wZwb c«wkw¶Z 
Ges 2010mv‡j Zv‡K AvU© wnw÷« I wKD‡iwUs G covi 
Rb¨ AvU©m GÛ wnDg¨vwbwUm wimvP© KvDwÝj ÷y‡W›Uwkc 
e…wË ‡`qv nq| covkybv PjvKvjxb mgq ‡_‡KB we‡kl 
K‡i mœvZK cvk Kivi ci ‡_‡KB wZwb wewfbœ c«wZôvb I 

¯^Zš¿ c«Pvigva¨‡gi mv‡_ mswk ó wQ‡jb| 
‡m¸‡jvi g‡a¨ Zv‡Z wjfvicyj, b¨vkbvj 
wgDwRqvg wjfvicyj Ges wjfvicyj 
wØevwl©K Gi bvg D‡V Av‡m| wZwb wjfvi-
cyj Rb gyim BDwbfvwm©wU, `¨ BDwbfvwm©wU 
Ad m¨vj‡dvW© I DBivj ‡g‡U«vcwjU‡b 
e³…Zv ‡`b Ges AvU© G‡RÛv, g‡bvcj 
g¨vMvwRb I B-d¬v¯‹ Kbfv‡m©kbm Gi g‡Zv 
wewea Avš—R©vwZK c«Pvi gva¨g¸‡jv‡Z 
Ae`vb ‡i‡L‡Qb| 
AvU© KvDwÝj Bsj¨vÛ Gi mn‡hvMxZvq 

wZwb 2014 mv‡j c«_g `w¶Y Gwkqvq Av‡mb| Ggv 
¯’vbxq wk‡íi Ae¯’v wb‡q Ges D`xqgvb I wgW-K¨vwiqvi 
wkíx Ges ¯^Zš¿ RvqMv¸‡jv wb‡q M‡elYv ïiy K‡ib| 
Zvici Ggv Zvi Pjgvb M‡elYv I Ab¨vb¨ M‡elK‡`iI 
KvR c«Kvk Kivi Rb¨ AbjvBb AvK©vBf ‡cvU©vj, AvU© 
nvBf mvD_ Gwkqvi g‡Zv AbjvBb c«Pvi e¨e¯’v M‡o 
Zy‡j‡Qb|

bIixb Avn‡g` 
‡hvMv‡hvM e¨e¯’vcK 

bIixb Avn‡g` eZ©gv‡b mvg`vwb AvU© 
dvD‡Ûkb Gi ‡hvMv‡hvM e¨e¯’vcK wn‡m‡e 
`vwqZ¡enb Ki‡Qb| wZwb wg:‡mvj ‡kqvi 
wjwg‡UW G Rywbqi Acv‡ikb Awdmvi 
wn‡m‡e KvR K‡i‡Qb Ges weAvBGgGm G 
‡jKPvivi c‡` _vKvKvjxb wZwb weR‡bm 
Bswjk I ÷ª¨v‡UwRK g¨v‡bR‡g›U ‡kLv‡Zb| 
wZwb ‡nwiIU IqvU BDwbfvwm©wU ‡_‡K Zvi 
weweG m¤úbœ K‡ib Ges B÷vb© BDwbfvwm©wU 
‡_‡K GgweG K‡ib| 
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AOSAFUR RAHMAN ASAD
MANAGER OF 
ADMINISTRATION AT THE 
GOLDEN HARVEST GROUP
Aosafur Rahman Asad is Manager 

of Administration at the Golden 

Harvest Group. He was part of 

the operation team for the suc-

cessful completion of the second 

and third Dhaka Art Summits in 

2014 and 2016. Mr. Asad complet-

ed his B.Com from Shiddeswari 

University College, Dhaka.

EVE LEMESLE
Eve Lemesle has been working in the arts sector for 15 years in Canada, Europe and 

India. She is a graduate of La Sorbonne in arts man-

agement and holds a diploma in South-Asia studies 

from INALCO (Paris). She started her career in the 

non-for-profit sector as an arts manager and curator 

at the Darling Foundry in Montreal. She moved 

back to Paris and curated international residency 

programs at the art center Point Ephémère. After 

several visits to India starting in 2003, she settled 

in Mumbai in 2009, and started What about art? 

(WAA), a first-of-its-kind arts management agency in 

India. Since its creation, WAA has collaborated with 

numerous galleries and cultural institutions in India, 

and handled projects for artists such as Shilpa Gup-

ta, Rashid Rana, Nikhil Chopra, Tejal Shah to name a 

few. Among WAA recent projects is the production of the solo exhibition of William 

Kentridge (Mumbai), the production of the Public art program ArtC (Chennai) and 

the conservation of important art collections in South Asia. In 2013 Eve Lemesle 

expanded the activities of the agency by starting an artists’ residency and a video 

lab in Mumbai that facilitates practice and exhibition of video art and serves as the 

Managing Director of Mumbai Art Rooms.  

AvImvdyi ingvb Avmv` 
c«kvmb e¨ve¯’vcK, ‡Mv‡ìb nv‡f©÷ Mªyc 
AvImvdyi ingvb Avmv` ‡Mv‡ìb nvi‡f÷ Mªyc Gi 
c«kvmb e¨e¯’vcK| wZwb 2014 I 2016 ‡Z wØZxq I 

Z…Zxq XvKv AvU© mvwgU Gi Acv‡ikb wUg 
Gi mv‡_ RwoZ wQ‡jb| wg. Avmv` XvKv 
wm‡×k¦ix K‡jR ‡_‡K we.Kg cvk K‡ib|
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RACHEL MADER
Rachel Mader is an art researcher; since 2012 she has directed the compe-

tence centre Art, Design & Public Spheres, at 

the Lucerne University of Applied Sciences and 

Art; 2009-14 head of project Organising contem-

porary arts: Artistic Practice and Cultural Poli-

cy in Postwar Britain; 2002-09 she was research 

assistant in the field of arts research (at the In-

stitute of Contemporary Arts Research at the 

Zurich University of the Arts) and in Art Histo-

ry (Bern and Zurich). Besides that she has been 

engaged as an art critic, curator and organiser 

of multiple events like e.g. artists talk, transdisci-

plinary conferences. Her publications, talks and 

research include topics like: artistic research, art in public spheres, art and 

ambivalence, political and community arts, feminist approaches in art and sci-

ence, art mediation, cultural politics and institutional studies.

LENA ERIKSSON
Inviting multidisciplinary collaborations Lena 

Eriksson’s work encompasses various approach-

es and genres including performance, draw-

ing, installation, video and organizing projects. 

She was editorial board member of the web art 

journal Neulandmagazine. (www.neuland-mag.

net), and coorganizer of Kasko (www.kasko.ch) 

and a cofounder of lodypop (a projectspace for 

power without pressure and performance with-

out panic). She gained her BA Painting from 

Ecole cantonale d’art du Valais in Sierre and 

her MA in Teaching and Art in Public Sphere 

from the University of Applied Sciences and Arts in Lucerne.  Currently she 

is a Lecturer, University of Applied Sciences and Arts, Lucerne.  

ART MEDIATION ADVISORS
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FOUNDERS 
AND PARTNERS
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In 2011, Nadia and Rajeeb Samdani began the 

Samdani Art Foundation to support local artists 

and promote Bangladeshi and South Asian art in 

the region and around the world. As part of this 

initiative, they founded the Dhaka Art Summit, 

which has since completed three successful 

editions (2012, 2014 and 2016). 

Nadia Samdani is the Co-Founder and President 

of the Samdani Art Foundation and Director 

of the Dhaka Art Summit. A second-generation 

collector she began her own collection at the 

age of 22 and has written about collecting for 

Art Asia Pacific, Wall Street Journal ‘Live Mint’, 

and has been invited to speak about collecting 

at various international art fairs. 

Rajeeb Samdani, also an ardent collector, is the 

Co-Founder and a Trustee of the Samdani Art 

Foundation and is the Managing Director of 

Golden Harvest Group, one of the leading di-

versified conglomerates in Bangladesh. Golden 

Harvest is involved in several sectors including: 

food processing, dairy, commodities, logistics, 

information technology, real estate, aviation 

and insurance. In addition to his philanthropy 

with art, Rajeeb is the Secretary General of the 

OUR FOUNDERS

bvw`qv mvg`vbx mvg`vbx AvU© dvD‡Ûk‡bi mnc«wZôvZv, 
mfvcwZ Ges XvKv AvU© mvwgU Gi cwiPvjK wn‡m‡eI 
i‡q‡Qb| 2011 mv‡j ‡`kx wkíx‡`i mnvqZv Ges 
evsjv‡`k mn `w¶Y Gwkqvi wkíx‡`i‡K GB AÂ‡j Ges 
c…w_exRy‡o c«Pv‡ii Rb¨ wZwb I Zvi ¯^vgx ivRxe mvg`vxb 
AvU© dvD‡Ûkb c«wZôv K‡ib| GB D‡`¨v‡Mi Ask wn‡m‡e 
wZwb XvKv AvU© mvwgU c«wZôv K‡ib hv 2012, 2014 Ges 
2016 mv‡j Zvi ‡bZ…‡Z¡  wZbevi mdjfv‡e m¤úvw`Z 
n‡q‡Q| bvw`qv ‡UU Gi mvD_ Gwkqv AvKyBwR‡kvÝ 
KwgwU, ‡UU Gi B›Uvib¨vkbvj KvDwÝj, AvU© `yevB‡qi 
A¨vWfvBRwi KvDwÝj, Avj‡mK©vj A¨v‡fwbDGi ‡c«vM«vwgs 
KwgwU Gi m`m¨ Ges c¨vivmj BDwb‡Ui B›Uvib¨vkb-
vj KwgwUi mv‡_ RwoZ Av‡Qb| m¤cÖwZ Zv‡K nvf©vW© 
BDwbfviwmwUi mvD_ Gwkqv BÝwUwUDU AvU© KvDwÝ‡ji 
c«wZôvZv m`‡m¨i GKRb wn‡m‡e g‡bvbqb Ges g›Ue ̈v¼ 
‡` jv KvjPvi AvU©m c¨vU«‡bR G¨vIqvW© 2017 c«`vb 
Kiv nq|  
wØZxq c«R‡b¥i msM«vnK wn‡m‡e 22 eQi eq‡mB 
bvw`qv mvg`vwb msM«n ïiy K‡ib| wZwb evsjv‡`kx Ges 
AvšÍR©vwZK Df‡qi wkí msM«n K‡ib hv Zvi GKRb 
Mwe©Z evsjv‡`kx Ges ‰ewk¦K bvMwi‡Ki AwfÁZv‡K 
c«wZdwjZ K‡i| wZwb AvU© Gwkqv c¨vwmwd‡Ki Ges Iqvj 
w÷«U Rvb©vj ÒjvBf wg›UÓG msM«n m¤ú‡K© wj‡L‡Qb Ges 
Avgwš¿Z n‡q‡Qb wewfbœ AvšÍR©vwZK wkí‡gjvq msM«‡ni 
e¨vcv‡i K_v ej‡Z | AvU©wbDR bvw`qv‡K ‡miv 200 ms-
M«vn‡Ki g‡a¨ GKRb g‡bvbxZ K‡i Ges 2015 I 2016 
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Bangladesh Human Rights Foundation, one 

of the largest Human Rights organisation in 

the country, and founder of the Taher Ahmed 

Chowdhury Charitable Hospital in the city of 

Sylhet, and the Alvina Samdani Trust.

Nadia and Rajeeb have been named one of the 

Top 200 Collectors by Artnews, included in 

Art Review’s Power 100 in 2015 and 2016, and 

ArtNet News World’s Top 100 Art Collectors 

in 2016.  Their collection has been featured in 

many leading international publications.  They 

are members of Tate’s South Asia Acquisitions 

Committee (which Rajeeb Co-Chairs), Tate’s 

International Council, Art Dubai’s Advisory 

Council, Alserkal Avenue’s Programmeming 

Committee, and Parasol Unit’s International 

Committee.  Most recently they were named 

as one of the founding members of Harvard 

University’s, South Asia Institute Art Council, 

and awarded the Montblanc de la Culture Arts 

Patronage Award 2017. 

mv‡j AvU©wiwfDGi cvIqvi 100 ‡Z wZwb AšÍf©y³ nb, 
GQvovI  2016 mv‡j AvU©‡bU wbD‡Ri we‡k¦i ‡miv 100 
wkí msM«n‡Ki g‡a¨ GKRb wQ‡jb| Zvi msM«n wewfbœ 
weL¨vZ AvšÍR©vwZK c«Kvkbvq c«KvwkZ n‡q‡Q|  
ivRxe mvg`vbx mvg`vbx AvU© dvD‡Ûk‡bi mnc«wZôvZv,  
U«vw÷ Ges ‡Mv‡ìb nvi‡f÷ Mªy‡ci e¨e¯’vcbv cwiPv-
jK| ‡Mv‡ìb nvi‡f÷ evsjv‡`‡ki ‡bZ…Z¡axb eûgvwÎK 
c«wZôvb¸‡jvi g‡a¨ Ab¨Zg| GB c«wZôvbwU Lv`¨`«e¨ 
c«wµqvRvZKiY, ‡WBwi, cb¨ mieivn, Z_¨c«hyw³, 
Avevmb, wegvb e¨e¯’vcbv Ges exgv c«K‡íi mv‡_ 
mswK¬ó| wk‡íi mv‡_ m¤ú„³Zv QvovI ivRxe evsjv‡`‡ki 
Ab¨Zg e…nr gvbevwaKvi c«wZôvb evsjv‡`k wnDg¨vb 
ivBUm dvD‡Ûk‡bi gnvmwPe Ges wm‡j‡U wbwg©Z Zv‡ni 
Avn‡g` ‡PŠayix P¨vwi‡Uej nmwcUvj I Avjwfbv mvg`vwb 
U«v‡÷i c«wZôvZv|
ivRxe mgKvjxb wk‡íi GKRb DwÏß msM«nK whwb Zvi 
¯¿x bvw`qv mvg`vbxi mv‡_ msM«n ïiy K‡ib Ges Zvi 
mv‡_B 2011mv‡j mvg`vwb AvU© dvD‡Ûkb c«wZôv K‡ib| 
2015 mv‡j Zv‡`i msM«n AvU©wbD‡Ri mviv c…w_exi ‡miv 
200 msM«‡ni GKwU wn‡m‡e Av‡jvwPZ nq, AvU©wbD‡Ri 
kxl© 200 msM«n‡Ki ZvwjKvq AšÍfz³, AvU© wiwf‡Di 
cvIqvi 100 ‡Z 2015 Ges 2016 mv‡j AšÍfz©³, 
2016 ‡Z AvU©‡bU wbDR Iqv‡ì©i kxl© 100 wkí msM«nK 
Ges Zv‡`i msM«n wewfbœ weL¨vZ AvšÍR©vwZK c«Kvkbvq 
c«KvwkZ n‡q‡Q| ivRxe ‡UU Gi mvD_ Gwkqv AvKyB-
wR‡kvÝ KwgwUi mfvcwZ Ges c«wZôvKv‡ji KwgwU m`m¨, 
‡UU Gi B›Uvib¨vkbvj KvDwÝj, AvU© `yevB‡qi A¨vW-
fvBRwi KvDwÝj Ges Avj‡mK©vj A¨v‡fwbDGi ‡c«vM«vwgs 
KwgwUi m`m¨| m¤cÖwZ Zv‡K nvf©vW© BDwbfviwmwUi mvD_ 
Gwkqv BÝwUwUDU AvU© KvDwÝ‡ji c«wZôvZv m`‡m¨i 
GKRb wn‡m‡e g‡bvbqb Ges g›Ue ̈v¼ ‡` jv KvjPvi 
AvU©m c¨vU«‡bR G¨vIqvW© 2017 c«`vb Kiv nq|



559

The Samdani Art Foundation (SAF) is a private 

arts trust based in Dhaka, Bangladesh founded 

in 2011 by collector couple Nadia and Rajeeb 

Samdani to support the work of the country’s 

contemporary artists and architects. Led by 

Artistic Director and Curator Diana Campbell 

Betancourt, SAF seeks to expand the audi-

ence engaging with contemporary art across 

Bangladesh and increase international exposure 

for the country’s artists and architects. Its 

programmes support Bangladeshi artists and 

architects in broadening their creative horizons 

through production grants, residencies, educa-

tion programmes, and exhibitions. To achieve 

this, SAF collaborates with the Bangladeshi gov-

ernment through official partnerships with the 

Ministry of Cultural Affairs, People’s Republic 

of Bangladesh, and the Bangladesh Shilpakala 

Academy.   

SAF’s motivations are articulated through a vari-

ety of initiatives, the largest being the bi-annual 

Dhaka Art Summit.  In an effort to encourage 

international arts professionals to travel to Ban-

gladesh for research and to develop exhibitions 

which include the work of South Asian artists, 

SAF has supported travel for curators from 

institutions including Tate Modern, London; 

Centre Pompidou, Paris; Metropolitan Museum 

of Art, New York; The Museum of Modern Art, 

New York; and the Solomon R. Guggenheim 

Museum, New York; to name a few. 

SAF has recently launched the new DAS 

mvg`vwb AvU© dvD‡Ûkb (GmGGd) XvKv wfwËK GKwU 
e¨w³gvwjKvbvaxb AvU©m Uªv÷ hv‡K, msMÖvnK `¤úwZ 
bvw`qv Ges ivRxe mvg`vwb 2011 mv‡j †`‡ki wewfbœ 
mgmvgwqK wkíx Ges ¯’cwZ‡`i Kv‡R mn‡hvwMZv Kivi 
Rb¨ cÖwZôv K‡ib| wkí cwiPvjK Ges wKD‡iUi Wvqvbv 
K¨v¤ú‡ej †eUvb‡Kvi Gi †bZ„‡Z¡ mvg`vwb AvU© dvD‡Ûkb 
evsjv‡`‡ki mgmvgwqK wk‡íi mv‡_ `k©K‡`i AskMÖnY 
e…w× Ges †`‡ki wkíx Ges ¯’cwZ‡`i AvšÍR©vwZKfv‡e 
cÖKvk e…w× Ki‡Z Pvq| Gi Kvh©µg¸‡jv evsjv‡`kx wkíx 
I ¯’cwZ‡`i Drcv`b Abz`vb, Avevm, wk¶v Kvh©µg 
Ges cÖ`k©bxi gva¨‡g mnvqZv cÖ`vb K‡i _v‡K| †m j‡¶ 
mvg`vwb AvU© dvD‡Ûkb MYcÖRvZš¿x evsjv‡`‡ki ms¯‹…wZ 
welqK gš¿Yvjq Ges evsjv‡`k wkíKjv GKv‡Wgxi mv‡_ 
Abz‡gvw`Z Askx`vwi‡Z¡i gva¨‡g evsjv‡`k miKv‡ii 
mv‡_ GKmv‡_ KvR K‡i|
mvg`vwb AvU© dvD‡Ûkb Gi cÖqvm wewfbœ D‡`¨v‡Mi 
gva¨‡g cÖKvk cvq, hvi g‡a¨ wØevwl©K XvKv AvU© mvwgU 
cÖavb, hv 2012 mv‡j ïiæ nq Ges GLbI Pjgvb| 
XvKv AvU© mvwgU `w¶Y Gwkqv †Kw›`ÖK wkí I ¯’vc‡Z¨i 
AevwYwR¨K M‡elYv Ges cÖ`k©bxi GKwU cÖPvi gva¨g, 
hv cÖ_vMZ we‡qbv‡j dig¨vU‡K MÖvn¨ K‡ibv d‡j wkí I 
wewbgq AeKv‡ki mz‡hvM ˆZwi nq hv Avgv‡`i AvÂwjK 
Ges RvZxq cÖm‡½ wkíixwZ m¤ú‡K© aviYv‡K czbtwbix-
¶Y K‡i| AvšÍR©vwZK †ckv`vi wkíx‡`i evsjv‡`‡k 
G‡m M‡elYv Kiv Ges `w¶Y Gwkqvi wkíx‡`i wb‡q 
cÖ`k©bxi DbœwZ mva‡bi D‡Ï¨‡k¨ mvg`vwb AvU© dvD‡Ûkb 
wewfbœ cÖwZôv‡bi wKD‡iUi‡`i md‡ii e¨e¯’v K‡i, hvi 
g‡a¨ i‡q‡Q †UU gWvY©, jÛb; †m›Uvi cw¤ú‡`v, c¨vwim; 
†g‡UÖvcwjUb wgDwRqvg Ad AvU©, wbDBqK©; `¨ wgDwRqvg 
Ad gWvb© AvU©, wbDBqK© Ges `¨ m‡jvgb Avi. ¸‡Mbn-
vBg wgDwRqvg, wbDBqK©mn AviI wKQz| evsjv‡`‡k mviv 
eQie¨vcx wkí M‡elYv‡K mnvqZv Ges mnRZi Ki‡Z 

mvg`vwb AvU© dvD‡Ûkb
SAMDANI ART FOUNDATION 
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Research Fellows programme to formalise this 

effort and to support and facilitate artistic 

research in Bangladesh throughout the year. 

SAF also supports the exhibition of Bangladeshi 

artists in the cases where institutions have 

meaningfully engaged with Bangladesh in their 

research about South Asia. Some specific exam-

ples include the 11th Shanghai Biennale curated 

by Raqs Media Collective, Naeem Mohaiemen: 

Prisoners of Shothik Itihash curated by Adam 

Szymczyk at the Kunsthalle Basel in 2014, All 

the World’s Futures: The 56th Venice Biennale 

curated by Okwui Enwezor in 2015, and Speak 

Lokal at the Kunsthalle Zürich curated by Daniel 

Baumann, to name just a few. 

Committed to increasing art-engagement in 

Bangladesh, SAF runs the annual Samdani 

Seminars, a free lecture and workshop pro-

gramme that facilitates engagement between 

internationally renowned arts professionals and 

local communities across Bangladesh through 

participatory artworks, lectures, and work-

shops. The Seminars complement the syllabi of 

Bangladesh’s leading educational institutions by 

covering the mediums and subjects not current-

ly included, accessible to those of all ages, to 

encourage an inclusive dialogue around art.  

SAF’s collection has around 2,000 works of 

modern and contemporary art currently based 

at Golpo, the Samdani Family residence in 

Gulshan, Dhaka, that can be visited by appoint-

ment. Works from the collection are regularly 

lent to institutions and festivals around the 

globe as part of SAF’s commitment to increas-

ing international engagement with Bangladeshi 

and South Asian artists. A significant selection 

of works from the collection will be exhibited 

in the fall of 2019 at the MCA Chicago in a 

travelling exhibition entitled Many Tongues: Art, 

Language, and Revolution in the Middle East 

and South Asia, curated by Omar Kholeif.

Ges GB cÖ‡Póv‡K wewae× Ki‡Z mvg`vwb AvU© dvD‡Ûkb 
m¤cÖwZ GKwU bZzb wWGGm wimvP© †d‡jv †cÖvMÖvg ïiæ 
K‡i‡Q| mvg`vwb AvU© dvD‡Ûkb evsjv‡`kx wkíx‡`i 
cÖ`k©bx‡Z mnvqZv K‡i †mme †¶‡Î †hLv‡b cÖwZôvb¸‡jv 
Zv‡`i `w¶Y Gwkqv †Kw›`ÖK M‡elYvq evsjv‡`‡ki mv‡_ 
A_©c‚Y©fv‡e AskMÖnY K‡i‡Q| wKQz wbw`©ó D`vniY hvi 
g‡a¨ ivKm wgwWqv Kv‡jKwUf Gi wKD‡iwUs G 11Zg 
mvsnvB we‡qbv‡j, 2014 mv‡ji KzÝ_vj ev‡mj G A¨vWvg 
wkg‡hK Gi wKD‡iwUs G bvBg †gvnvB‡gb: wcÖRbvi Ae 
mwVK BwZnvm, IKDB Gby‡qhi Gi wKD‡iwUs G 2015 
†Z 56Zg †fwbm we‡qbv‡ji Aj `¨ Iqvì©'m wdDPvim, 
Ges W¨vwb‡qj evD‡gb Gi wKD‡iwUs G KzÝ_v‡j Rzwi‡L 
w¯úK †jvKvj mn AviI wKQz| 
evsjv‡`‡k µgea©gvb wkí-cÖe…wËi cÖwZ cÖwZÁve× n‡q 
mvg`vwb AvU© dvD‡Ûkb evwl©K mvg`vwb †mwgbvi, wdª 
†jKPvi Ges Kg©kvjv cwiPvjbv K‡i| AskMÖnYg‚jK 
wkíKg©vw`, e³…Zv Ges Kg©kvjvi gva¨‡g AvšÍR©vwZK 
mzL¨vwZcÖvß †ckv`vi wkíx Ges evsjv‡`‡ki AvÂw-
jK ms¯’v¸‡jvi wb‡qvwRZ _vKv‡K AviI mnR K‡i | 
†mwgbvi¸‡jv evsjv‡`‡ki cÖavb wk¶v cÖwZôvb¸‡jv‡Z 
cvV¨µ‡g †hme gva¨g Ges welqe¯Íz Abzcw¯’Z †m¸‡jv‡K 
AšÍf©z³ K‡i cvV¨µg‡K c‚Y©Zv `vb K‡i Ges mKj 
eqmx‡`i Kv‡Q welqwU‡K mnR‡eva¨ K‡i †Zv‡j, GQvovI 
wkí‡Kw›`ÖK GKwU me©e¨vcx msjv‡ci gva¨‡g Drmvn cÖ`vb 
K‡i _v‡K| 
Mí, XvKvi ¸jkv‡b mvg`vwb cwiev‡ii evmfebwfwËK 
cÖvq 2000 AvazwbK Ges mgmvgwqK wkíKg© mvg`vwb AvU© 
dvD‡Ûkb Gi msMÖ‡n Av‡Q, †hLv‡b A¨vc‡q›U‡g›U wb‡q 
cwi`k©b Kiv †h‡Z cv‡i| †h‡nZz mvg`vwb AvU© dvD‡Ûkb 
evsjv‡`wk Ges `w¶Y Gwkqvi wkíx‡`i AvšÍR©vwZK A½‡b 
AskMÖnY e…w×‡Z cÖwZÁve×, †m‡nZz msMÖ‡ni KvR¸‡jv 
mviv c…w_ex‡Z wewfbœ cÖwZôvb Ges Drme¸‡jv‡Z wbqwgZ 
†`qv nq| Igi Lwj‡di wKD‡iwUs G †gwb UvOm: AvU©, 
j¨v½y‡qR, GÛ †ifz¨wjDkb Bb `¨ wgWj B÷ GÛ mvD_ 
Gwkqv kxl©K ågYg‚jK GKwU cÖ`k©bx‡Z H msMÖ‡ni 
evQvBK…Z we‡kl wkíKg©vw` 2018 Gi ki‡Z wkKv‡Mvi 
GgwmG-‡Z cÖ`wk©Z n‡e|
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The Samdani Art Foundation’s first permanent 

dedicated space, Srihatta—Samdani Art Centre 

and Sculpture Park, will open in late 2018. Lo-

cated approximately 250km from the capital of 

Dhaka in the rural tea district of Sylhet, Srihatta 

sprawls across over 100 acres of landscape with 

views of India’s Assam Hills in the distance. The 

park’s expansive grounds will be devoted to the 

exhibition of sculpture, and punctuated by a 

phased rollout of multiple exhibition pavilions 

and a residency complex. The inaugural phase 

will include several commissions for the 100-

acre sculpture park as well as 10,000 square 

feet of artist residency spaces, 10,000 square 

feet of plazas, and a 5,000-square-foot gallery 

designed by Dhaka-based Bangladeshi architect 

and 2016 Aga Khan Award winner Kashef Mah-

boob Chowdhury, URBANA.

Srihatta
Samdani

Art Centre &
Sculpture Park

mvg`vbx AvU© dvD‡Ûkb Gi wbR¯^ cÖ_g ¯’vqx †¯úm, 
kÖxnÆ-mvg`vbx AvU© †m›Uvi Ges ¯‹víPvi cvK©, 2018 Gi 
†k‡li w`‡K Pvjy n‡e| GwU ivRavbx XvKv †_‡K cÖvq 250 
wKwg `~‡i Pv †Rjv wm‡j‡Ui MÖvgxY cwi‡e‡k Aew¯’Z| 
kÖxnÆ 100 GKi j¨vÛ‡¯‹‡ci Dci AvuKvevKv n‡q 
we¯Í…Z ‡hLvb †_‡K fvi‡Zi Avmv‡gi cvnvo¸‡jv †`Lv 
hvq| cv‡K©i cÖmvwiZ †g‡S ¸‡jv fv¯‹h© cÖ`k©bxi Rb¨ 
DrmM©xK…Z, †h¸‡jvi dvu‡K dvu‡K _vK‡e cÖ`k©bxi eûwea 
c¨vwfwjq‡bi Rb¨ weKwkZ †ivjAvDU Ges †iwm‡WwÝ 
feb ¸‡jv | D‡™¢vabx av‡c AšÍf©z³ _vK‡e 100 GK‡ii 
fv¯‹h© D`¨v‡bi Rb¨ wewfbœ Kwgkb, cvkvcvwk _vK‡e 
10,000 eM©dz‡Ui AvwU©÷ †iwm‡WwÝ †¯úm, 10,000 
eM©dz‡Ui bMiPZ¡i, Ges GKwU 5,000 eM©dz‡Ui M¨vjvwi, 
hv cwiKíbv K‡i‡Qb XvKvwbevmx evsjv‡`kx ¯’cwZ Ges 
2016 AvMvLvb czi¯‹viRqx Kv‡kd gvneye †PŠaywi, 
Avievbv|
me©cÖvYev`x, wn›`y, †eŠ×, mywdev`x Ges Bmjvgx LwPZ 



562

The interwoven Animist, Hindu, Buddhist, Sufi 

mystic, and Islamic histories that inform Sylhet’s 

plurality and distinct language remain powerful-

ly visible in Bengali folk culture. Srihatta’s name 

is a homage to the multiple layers of history 

that have shaped this rich landscape; it is the 

ancient Indo-Aryan term for Sylhet. Envisioned 

as a dynamic art centre, Srihatta embraces in-

clusivity with a welcoming design, an accessible 

public programme, and outdoor public works. 

More than just a private art museum, Srihatta 

aspires to cultivate a new community of art lov-

ers in Bangladesh and the surrounding region. 

As with all Samdani Art Foundation activities, 

entry to Srihatta will be free, in an attempt to 

make art widely accessible to diverse audienc-

es.

Led by Samdani Art Foundation Artistic 

Director Diana Campbell Betancourt, Srihatta 

encourages engagement with Bangladesh’s 

rural context. The organisation will invest its 

roots locally—and broaden them internation-

ally—by inviting artists, curators, and writers 

from around the world to participate in its 

exhibitions, residencies, interventions in the 

landscape, and to engage in creative workshops 

with the local community. Srihatta expands 

on the Samdani Art Foundation’s mission to 

advance the conversation around Bangladeshi 

and South Asian art by presenting a programme 

that is truly international in scope, bringing 

the highest quality of art and exhibitions from 

around the world to the people of Bangladesh. 

Its programmeming complements—but remains 

autonomous from—the internationally acclaimed 

South Asia-focused Dhaka Art Summit. Srihatta 

is inspired by the ethos of Rabindranath Tagore, 

who created Shantiniketan in a village in West 

Bengal in 1901—where the whole world could 

meet in a single nest. The initiative will create a 

BwZnvm¸‡jv wm‡j‡Ui eûZ¡ Ges ¯^Zš¿ fvlv m¤ú‡K© 
AeMZ K‡i hv evOvwj †jvKms¯‹…wZ‡Z LyeB kw³kvjx-
fv‡e `…k¨gvb| kÖxn‡Æi bvgwU g~jZ eû¯Íixq BwZnv‡mi 
cÖwZ GK kÖ×vN©¨ hv GB mg„× j¨vÛ‡¯‹cwU‡K AvKvi 
w`‡q‡Q; GwU wm‡j‡Ui cÖvPxb B‡›`v-Avh© bvg| GKwU 
cÖMwZkxj wkí‡K›`Ö wn‡m‡e `„ó kÖxnÆ GKwU ¯^vMZc‚Y© 
cwiKíbv, GKwU cÖ‡ek‡hvM¨ me©Rbxb Kvh©µg Ges wewfbœ 
AvDU‡Wvi MYc~Z© Kg©m~Px wb‡q mvgwMÖKZv‡K mv`‡i MÖvnb 
K‡i| GKwU e¨w³gvwjKvbvaxb wkí Rv`zN‡ii †P‡q A‡bK 
†ewk wKQz kÖxnÆ evsjv‡`k Ges Gi cvwicvwk¦©K GjvKv¸‡-
jvi wkí‡cÖgx‡`i wb‡q GKwU RbmgvR M‡o †Zvjvi ¯^cœ 
†`‡L| mKj mvg`vwb AvU© dvD‡Ûkb Kg©m~wPi g‡Zv, kÖx-
n‡Æ cÖ‡ekvwaKvi _vK‡e webvg‚‡j¨, wewPÎ †kÖYxi `k©‡Ki 
Kv‡Q wkí‡K we¯Í…Zfv‡e cÖ‡ek‡hvM¨ Kivi cÖqv‡m|
mvg`vbx AvU© dvD‡Ûkb Gi ˆkwíK cwiPvjK Wvqvbv 
K¨v¤ú‡ej †eUvb‡Kvi-Gi †bZ…Z¡vaxb, kÖxnÆ evsjv‡`k Gi 
MÖvgxb †cÖ¶vc‡Ui mv‡_ wbweó _vKvi wel‡q Drmvn cÖ`vb 
K‡i| msMVbwU Bnvi wkKo wef~wlZ Ki‡e ¯’vbxqfv‡e- 
Ges Zv we¯ÍxY© Ki‡e AvšÍR©vwZKfv‡e- wewfbœ cÖ`k©bx, 
†iwm‡WwÝ, j¨vÛ‡¯‹‡c wewfbœ ai‡bi Kvh©µ‡g AskMÖn‡bi 
Rb¨ Ges ¯’vbxq Rbm¤cÖ`v‡qi mv‡_ m„wókxjme Kg©kv-
jvq Ask †bqvi Rb¨ mviv we‡k¦i wkíx‡`i, wKD‡iUi‡`i 
Ges †jLK‡`i Avgš¿Y Rvbv‡bvi gva¨‡g|
evsjv‡`wk Ges `w¶Y Gwkqvi wkí wb‡q Av‡jvPbv‡K 
GwM‡q wb‡q hvIqvi mvg`vwb AvU© dvD‡Ûk‡bi j¶¨‡K 
kÖxnÆ cÖmvwiZ K‡i Ggb GKwU Kvh©µg Dc¯’vcbvi 
gva¨‡g hv my‡hv‡Mi †¶‡Î mwZ¨Kviiƒ‡c AvšÍR©vwZK 
Ges mviv wek¦ n‡Z D”Pgv‡bi wkíKg© I cÖ`k©bxmg~n‡K 
evsjv‡`‡ki gvby‡li Kv‡Q wb‡q Av‡m| Gi Kvh©µg `w¶Y 
Gwkqv-wbe× AvšÍR©vwZKfv‡e cÖkswmZ XvKv AvU© mvwgU 
Gi m¤ú~iK- Z‡e XvKv AvU© mvwg‡Ui AvIZvgy³, ¯^vaxb| 
kÖxnÆ, iex›`Öbv_ VvKzi Gi †PZbv Øviv AbzcÖvwYZ, whwb 
1901 mv‡j cwðge‡½i GKwU MÖv‡g kvwšÍwb‡KZb ˆZwi 
K‡ib, †hLv‡b GK bx‡o mviv c„w_ex wgwjZ n‡Z cv‡i|
GB D‡`¨vM evsjvi g‡a¨ ˆkwíK wk¶vi GKwU bZzb †K›`Ö 
ˆZwi Ki‡e, MÖvgx‡Yi mv‡_ bMix‡qi Ges ¯’vwb‡Ki mv‡_ 
AvšÍR©vwZ‡Ki ms‡hvM ¯’vc‡bi gva¨‡g, bwRiwenxb me 
Dcv‡q| 
kÖxn‡Æi cwiKíbv Ges cÖ`k©bx Kg©m~wPmg‚n, Gi `w¶Y 
Gwkqv-wbe× AvaywbK Ges mgmvgwqK wk‡íi 2,000 
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new centre for artistic education within Bengal, 

connecting the rural and the urban, and the 

local and the international in unprecedented 

ways.

Srihatta’s programmeming and exhibition 

activities, will feature an ongoing schedule of 

exhibitions curated by Betancourt from its 

renowned collection of over 2,000 works of 

South Asian-focused modern and contempo-

rary art. Srihatta will also present international 

works of art acquired by the Foundation specifi-

cally for Srihatta. 

GiI †ewk Kv‡Ri cÖwm× msMÖn †_‡K †eUvb‡Kv‡ii 
wKD‡iU Kiv cÖ`k©bxmg~‡ni GKwU Pjgvb mgqm~Px Zz‡j 
ai‡e | GQvovI kÖxn‡Æ AvšÍR©vwZK wkíKg©mg‚n Dc¯’vw-
cZ n‡e, †h¸‡jv we‡klfv‡e kÖxn‡Æi Rb¨ dvD‡Ûkb 
KZ©„K msMÖn Kiv|
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DAS 2018 GLOBAL PARTNERS 
The Dhaka Art Summit regularly collaborates with leading institutions in its 

capacity as a research platform. Continuing the momentum of DAS 2018 

across the globe, commissioned projects and exhibitions will travel to: 

Museum of Modern Art, Warsaw, Poland; The 9th Asia Pacific Triennial of 

Contemporary Art (APT9), Brisbane, Australia; the Liverpool Biennial, UK; 

TS1, Yangon, Myanmar; Para Site, Hong Kong; and Artspace, Sydney, Australia.

To strengthen this momentum, DAS also collaborates with like-minded private 

foundations and independent public bodies, in addition to arts councils, 

including: the Sharjah Art Foundation, Phileas, Art Jameel, TBA21-Academy, 

In Between Art Film, the Fiorucci Arts Trust, and Alserkal Avenue, among 

others. 

Through its research fellowships and guest curated exhibitions, DAS has 

supporting curators from institutions such as: The Centre Pompidou, Paris, 

France; the Delfina Foundation, London, UK; the Museum of Modern Art, 

New York, USA; the Fiorucci Art Trust, London, UK; the Guggenheim, New 

York, USA; the Queensland Art Gallery | Gallery of Modern Art, Brisbane, 

Australia; The National Gallery of Singapore, Singapore; the Swiss Institute, 

New York, USA; Para Site, Hong Kong; the University of Cambridge, UK; M+, 

Hong Kong; and Tate Modern, London, UK; among others.

The Dhaka Art Summit is produced by the Samdani Art Foundation, who host 

DAS’s visiting partners.
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PRODUCED BY IN PARTNERSHIP WITH

PARTNERS

Bangladesh Shilpakala Academy

TITLE SPONSOR

HOSPITALITY 
PARTNER

VIP PARTNERS

AIRLINE PARTNEREXHIBTION PARTNER

EDUCATION 
PARTNER

NIPPON EXPRESS

LOGISTICS PARTNER

ALSERKAL PROGRAMMING

*

SUPPORTED BY

* In Between Art Film, launched in 2012 by Beatrice Bulgari, is a film production company dedicated to providing artists, filmmakers, 
and directors with opportunities to freely explore the uncertain territories of moving images. It has supported leading institutions 
and promoted important cultural partnerships, including: the Venice Biennale; Miart; Tate Film, and Documenta 14. For further 
information visit: www.inbetweenartfilm.com
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In addition to thanking all of the artists, participants in the DAS public programme, each other, 

their families, and friends who have supported them to make this work possible, the Dhaka Art 

Summit team and its Guest Curators wish to thank the following individuals and organisations 

for the radical generosity that went into making Dhaka Art Summit 2018:

DAS Organising Committee : 

Farooq Sobhan, Md. Ibraheem Hosein Khan, Liaquat Ali Lucky, Bruno Plasse, Maya Barolo-Rizvi, 

H.E. Julia Niblett, Faizul Latif Chowdhury, M. Samad Choudhury

Aaron Cezar
Abdul Mannan Elias
Adam Szymczyk
Adrian Howe
Akara Art 
Akeel Bilgrami
Akshay Pathak
Aktari Momtaz
Alessia Carlino
Alexandra Ferrari
Alexie Glass-Kantor 
Alia Swastika
Alison darnbrough
Alkazi Foundation for 
the Arts 
All peers of Sovereign 
Words
Alliance Francais 
Alserkal Avenue
Amin Jaffer 
Amita Malkani 
Amrit Gill
Ana Sciascia
Anca Rujoiu 
Andrea Schlieker
Aneta Swiecicka
Anita Ghazi
Anna Colin
Anna Lovecchio
Anna Tryc Bromley 
Anna Zwald
Antonia Carver 
Anurag Khanna

Aparajita Jain
Apoorva Rajgopal
Applebox
Arijit Sen
Art Factory 
Art Jameel
Arts Council England 
Artspace, Sydney Team
Ashira Thompson
Atul Kumar
Aurélien Lemonier
Australian Council for 
the Arts 
Australian High Com-
mission
Aveek Sen
Avi Singh
Aysha and Shahab Sattar
Bandana Tewari
Bangladesh National 
Museum Team
Bangladesh Shilpakala 
Academy Team
Bangladesh Tourism 
Board
Başak Ertür
Beatrice Bulgari 
Beatrix Ruf 
Berger Paints
Beth Citron
Bhavna Kakar
Bhrigupati Singh
BIDA

Bika Rebek 
Bill Nguyen
Bisi Silva
BMW
Brain Train Team
British Council 
Bruce Altshuler
Bruno Plasse
Byrd Hoffman Water Mill 
Foundation
Canadian Council for 
the Arts
Cassandra Bird
Cathay Pacific/ Dragon 
Air Team
CCA NTU Singa-
pore Team
Center for Contempo-
rary South Asia, Brown 
University
Centre for Law and the 
Humanities and School 
of Law, Birkbeck
Chandrika Grover
Cheran
Chittagong University 
Museum Collection and 
Team
Chobi Mela 
Christies 
Christina Li
Christy Shimray D’Souza
Chus Martinez

Claire Shea 
Colonel Nasim
Conor Macklin
Cresside Collette
Dakin Hart
Daniel Baumann
Daniel David
Darshan Ambalavanar
Daryl de Veryra 
David Beling
Deborah Philip
Deepak Ananth
Deepanjana Klein 
Delfina Foundation 
Department of Foreign 
Affairs and Trade, 
Australia 
Dhali Al Mormoon
Dheer Kaku
Dipti Datta
Dominic Sansoni 
Dominique Heyse-Moore
Dorothea Grassmann
Durjoy Rahman
Eddie Bruce-Jones
Edouard Malingue and 
Jennier Caroline Ellis
Edward M Kennedy 
Center 
Elizabeth Easton 
Embassy of Bhutan
Emile Molin
Erin Gleeson

ACKNOWLEDGEMENTS
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Experimenter 
Faizul Latif Chowdhury 
Family of Shahid Sajjad 
Fanny Chan
Fathima Cader
Fi Churchman 
Fiorucci Art Trust Team
Fiza Akram 
Flavio del Monte 
Francesca von Habsburg 
Franchesca Cubillo
Franka Bechstein 
Frankie Su
Freya Chou
G.M. Rafiqul Islam 
Gallery Chemould 
Galuh Sukardi 
Goethe-Institute 
Golden Harvest Team
Gowher Rizvi
Gridthiya Gaweewong
H Gallery Thailand
Hans D. Christ
Hari Kiran Vadlamani
Helen Pheby
Hena Kapadia
Hong Kong Arts Develop-
ment Council
Hwee Xian Loh
Iftikhar Dadi
In Between Art Film
Inlaks Shivdasani Foun-
dation
Institut Francais 
Institut fur Auslands-
beziehungen
Inti Guerrero
Iola Lenzi
Iris Dressler
Ivan Pun
Jal Hamad
Jam Acuzar
Janinda Atthugoda 
Janine Biunno
Jasper Sharp
Jay Levenson 
Jean Jimenez
Jenny Dixon

Jerome Poggi
Jerry and Tess Acuzar
Jhaveri Contemporary 
Jim Logan
Joanna Mytkowska
Joao Guarantani
John Ferry
John Tain
Josh Milani
Joya Chatterji
Judith Greer 
Julia Niblett 
Julie Lomax 
Juneer and Nashrid 
Kibria
Kanika Sharma
Kashef Mahboob Chow-
dhury
Kathryn Leader
Katie-Marie Ford 
Kavya Murthy
Kelly Dhru
Kendall Robbins
Khoj International Artists’ 
Association
Kiran Nadar 
Kiran Nadar Museum 
of Art
Kochi-Muziris Biennale 
2016
Kris Merken
Laksagama and Rethy 
Sukardi
Lee Kit
Leuli Māzyār Luna’i 
Eshrāghi 
Lisa Kohli
Liverpool Biennial
Liz Marano
Luhring Augustine 
Lydia Ourahmane
Maggie Clinton 
Maitiu Percy
Malavika Jayaraman
Mallika Taneja
Manchester Art Galleries
Manchester Museum 
Manray Hsu

Maria Balshaw
Mariah Lookman 
Marina La Verghetta
Marianne Burki
Marie Anne Philip
Marilyn Weaver
Marina La Verghetta
Marisa Musing
Mark Bartlett
Mark Rappolt 
Mark Wadhwa
Markus Reymann
Maryam Khosrowshahi
Matilde Cerruti Quara
Matt Kirsch
Max Vickers
Mayank Mansingh Kaul
Mayur Suresh
Md. Moniruzzaman Mir
Md. Rajiuddin Choud-
hury
Meena Hewett
Mehruz Munir (ZURHEM)
Merce Cunningham Trust
Merve Yesilada Caglar 
Michael Wilson
Michelle Newton 
Microsoft
Minali de Silva
Ming Tiampo 
Ministry of Culture
Ministry of Information
Mirela Baciak
Monica Narula 
Monica Salazar and Peter 
Cairns
Moritz Stipsicz
Mort Chatterjee and 
Tara Lal
Mrinalini Mukherjee 
Foundation Trustees
Munize Manzur
Museum of Modern Art, 
Warsaw
Mustafa Zaman
Nada Raza
Nahin Idris
Nashrid Kibria

Nasimul Khabir Duke
Nathalie Boutin 
Nathalie Johnston
National Art Gallery 
Collection at Bangladesh 
Shilpakala Academy 
Team
National Arts Council 
Singapore 
Nature Morte
Neha Choksi
New North New South 
Network 
Nick Merriman 
Nicoletta Fiorucci
Nida Ghouse
Nippon Express Team
Niru Ratnam
Nityananda Gaine
Nivriti Roddam
Nurur Khan
Office for Contermpo-
rary Art, Norway
Omar Kholeif
P. Ahilan
Pablo Bartholomew
Pan Pacific Hotel, Dhaka 
Para Site, Hong Kong 
Team
Pari Purohit
Patrick Flores
Patrick Sun
Paul Richert Garcia
Paula Naughton 
Peter Nagy
Phileas 
Philip Kueppers
Philippe Calia
Pia Shamdasani
Pinnagoda Gamage 
Dinesha
Piplu Khan
Piyel Haldar
Polish Institut, New Delhi
Polly Staple 
Pooja Sood 
Prateek and Priyanka 
Raja
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Prayas Abhinav
Priya and Amrita Jhaveri
Pro Helvetia, Swiss Arts 
Council 
Puneet Shah
Qu Chang
Queensland Art Gallery | 
Gallery of Modern Art
Rabab Rahman
Rachel Mader
Raiji Kuroda 
Ramesh Mario Nithi-
yendran 
Rani Yan Yan
Raqib Shaw
Raqib Shaw Studio Team
Reem Shadid 
Regan Dockery
Rezaul Karim Sumon
Richard Koh 
Rina Igarashi 
RJ Camacho
Roobina Karode
Rupali Chowdhury
S. G. Shoubhik
S. M. Mizanur Rahman
Saadat Chowdhury 
(ZURHEM)
Sabih Ahmed
Sabrina Amrani 
Sadaf Raza
SAHA Association 
Saif Ali
Sajinie Suraweera
Sally Tallant 
Samantha Lackey
Samdani Art Foundation 
Collection
Samule Longworth 
Samy Ghiyati
Saskia Fernando 
Sean Anderson
Sean Bidder
Sebastian Chicocki 
Sercan Semiz
Shabbir Hussain Mustafa
Shaela Sharmin
Shahab Sattar

Shahid Sajjad Estate
Shahidul Alam
Shanay Jhaveri
Sharjah Art Foundation 
Team
Sharmini Pereira
Shaswati Mazumder
Shayna McClelland 
Sheherazade Ghotbi
Shezi Nackvi
Shireen Gandhy
Shiv Nadar Foundation
Shivam Pradhan
Sibte and Noni Sajjad
Silvia Carletti
Solene Guillier
Sonal Khullar
Sonia Bashir
Spanish Embassy 
Spyridoula Joumaki
Sree Goswami
Sri Lanka Airlines
Stan VanDerBeek Estate
Stefanie Hessler
Stefanie Reisinger
Subas Tamang
Sudharshan Shetty
Suhanya Raffel
Sujatha Meegama
Sumesh Sharma
Sumon Wahed
Szymon Żydek
T. Shanaathanan
Talia Linz
Tamara Harrison
Tanja Spiess
TARQ 
Tarun Nagesh 
Tate
TBA21- Academy 
Teng Chao-Ming
“The 9th Asia Pacific 
Triennial of 
Contemporary Art “
The Alkazi Foundation 
for the Arts
The Bhavan
The College of Psychic 

Studies
The Estate of Rose Finn-
Kelcey
The Friedrich Naumann 
Foundation for Freedom
The Isamu Noguchi Foun-
dation 
The Lakshmi Mittal South 
Asia Institute, Harvard 
University
The Mumbai Art Room
The Whitworth Manches-
ter Team
TS1
Umer Butt
University of Cambridge
Urvi Shah
Uta Meta Bauer
Uthra Rajgopal
Vera May
Vijay and Sunita Choraria
Vilde M. Horve
Vincent Gonzalvez
What About Art
White Cube London 
Team
Yap Seok Hui
Yasmin Atassi 
Yavuz Parlar
Zoe Butt
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BANGLADESH:  
THE LAND OF TRIANGLES
  In our research, we found the recurring form of 

a triangle - on the map, in Bangladesh’s textiles, 

its monuments and the local script. The country 

is also home to the world’s largest delta. This 

ubiquitous triangle, and the similarity between 

the letter ‘D’ in Bangla and Latin, led us to our 

brand identity.    

 

Art is popularly perceived to be  intimidating by 

the common people. The torch-bearers of the 

summit aim to change this perception by invit-

ing people from all walks of life to engage with 

art. The challenge, then, was to rebrand the 

event in a way that resonated with the locals 

while also appealing to its guests from across 

the world.   The identity for the summit brings 

together the delta, the two scripts and a vibrant 

colour palette inspired by a culturally rich 

country. To make it even more approachable, an 

element of playfulness was incorporated. Bold 

and open to transformation, the identity evolves 

much like art and culture itself, seamlessly lend-

ing itself to interpretation, across media.

Studio Glyph is a branding,  

communication & design studio 

based in Mumbai, India. Visit 

www.studioglyph.in for more. 

THE NEW IDENTITY
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