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! Challenging the status
1 of art as a monitory

| practice, Naiza Khan in
| her latest exhibition in
{ Karachi reveals a

: maturity in chpice and
+ handling of materials,
comments
Quddus Mirza

t is a recent phe-
nomenon: a number of
artists are creating

+ their dimensions and appear-
ances do not fit well in the art
| market. This kind of ‘non-
| saleable’ art was seen in the
{ form of large scale paintings
by Rashid Rana shown a few

the whole body refer to the
3 of the body through |

the content but the unusual
display made it impossible to

works.
]y, sculptors who

began their careers by con-
three-dimensional

1 and Huma Mulji exhibited this
| type of work in a group show
) earlier this year at Karachi’s
Alliance Francise.

ice X
I All these artists (except
! Mulj) studied abroad, either in
1 North America or in the UK —
| where museums and public
| galleries means and space
1 to house the work which an
individual afford to col-
! léct. Following the precedent
| set by the museums, private
1 galleries are also designed
open to this form of art. After
| the exposure, influence and
i experience of all this,” painters
and sculptors here are turning
| towards the art conceived as
| museum pieces — and certain-
1 ly not the usual gallery objects
| or normal domestic decora-
Iﬁou Yet this sort of work is
still put up in galleries — pub-
Vlic and private — due to the
| absence of art museums in the
| Islamic Republic.
Another reason for this
\ development is in artists’
resurgence of a long forgotten
! definition of art — an object to
| be seen, which in our circum-
| stances has become an article
| o be sold The ever-increasi

ody of art

and

ated with stencils used for
henna decorations in this
region. In their formal qualities
monochromatic works §
classified as prints, and §
remind of the large ﬁguucivel
woodcuts produced by thel
artist on her graduation from
Ruskin School of Art in 1990. |
The idea of constructing a |
human body by assembling j
prints of has many con-y
notations. Hands, in our cul-,
ture, are symbols of religion
but in reality it is the most !
active part for a person in the |
process of producing art. In |
the pre-historic i
lines of hands are found near y
images of animals and
humans. They are considered
the earliest form of artist’s sig- |

1|
hands coverlnglnverlmpl.ngl

the sense of touch. Hands are |
rendered in henna with the |
plastic stencils 1

artist a pop-
ular method of printing and
used henna, the indigenous
‘medium of i 1

Her of rediscover- |
ing the vernacular design}
source is reflected in othery
works as well. There are a 1
number of canvases in the
exhibition with text covered in !

I
2

latex. Among these a few |
works in Urdu scrij

‘danger’, ‘waiting’ and !
‘silence’. This particular dic-

tion is found at the back of oil |
tankers and trucks, and Naiza |
Khan adopts the same manner |
of writing these inscriptions. |
Thus the nrlt;sst manages to |
transport words signifying dan-

gerous situations from outxide'
into the safe haven of gallery !
space. The other works with |
text in English relate to the |
;)ody. state of dreaming and |

There has been a tradition !
of using text in visual arts with !
various artists employing lan- |
guage in ‘giverse manners. |
However, 's paintings,
the script in laid in a mechani- :
cal . Layers of latex

market value of art has altered
its meaning, both with the
! audience and among artists.
American artist Barbra
| appropriated the famous quote
| of Descartes: “ think therefore
y L am” by changing it to “I shop
i therefore I am” thus

| text too: “I sell therefore T am
| an artist”.

: major part of Naiza
Khan's one-person show

A t Chawkandi Art in
| Karachi from September 21 to
| October 5, 2000, challenges
{ the status of art as a monitory
‘pra_ctice. The exhibition
i includes drawings on paper,

| paintings on the walls. All the
| works, though executed in a
| variety of mediums and scale,
 relate to a common element —

the body.
! The body, an accumulation
| of senses and sensuousness
| appears as a leitmotif in
| Khan's work. The wall paint-
| ings depict th shape
1 bodies in different postures.

‘These life-size figures are cre-

on these lines convert the reg-
ularly drawn messages into !
personal utterances. The |
change in the size of letters |
and difference in top coats of ]
latex bring words close to the i
sound, as the I: has a
tone in its spoken form nnd'
not in its written manifesta- |
tion. ke |
cabiion ompris romings.

ion comprises ings.
Theﬁ)om“fd media on pq)erl
are about loose and painterly
depiction of the body. In com- |
parison to mm cutouts and |
text pieces, the drawings seem
to be loaded with casualness of !
mark-making and a sponu-'
neous mode of applying tones
and hues. In some d.uwings,l
the female body is conceived |
like a portrayed in a lit- |
eral way by transforming i
female torso into a jar. (This|
notion of female form being a
container is viewed in henna |
pieces too where the body is |
covered with palms). Apart |
from a couple of reco 1
drawings, the other worksl
refer to body in oblique fash-
ion. For instance, with slits and !
openings prominently placed |
in a texture of lines and |
shades. iy

In her uwdlu=
in other works, Naiza l(lmnI
reveals a maturity in choice
and handling of materials. The |

revolves around the body |
but it is the touch of the medi- |
um on the surface whichy
leaves its mark on mlndofl
viewers as pure sensations. ¢ 3




